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PREFACE 


This book, derived from several years of experience 
with college classes, is intended primarily to be used with"^ 
the now popular introductory courses in literature that 
approach their subject by way of representative types or 
literary forms It undertakes to provide for a number 
of these typical forms a somewhat extended account of 
their development as phases of art, a briefer statement 
of their accepted standards of technique, a suggestive list 
of topics for study, and a bibliography of collections and 
critical discussions It is not intended to supplant the^ 
reading and interpretation of literary documents, but 
rather to supply a basis of understanding and conviction, 
upon which such interpretations can be made more in- 
telligently Hitherto such material has been brought to 
the attention of students by means of lectures, or through 
assigned readings in various books of reference But 
freshmen and sophomores in college are not skilled m 
note-taking, and the reference reading they do is often 
poorly digested It should be an immense advantage to 
have in their hands a readable syllabus of this funda- 
mental mformation. 

Just how the book ay be employed most effectivdy 
must be determined by individual instructors Some v iir 
omit certain tjrpes and chapters, as the time aUotteU to** 
the course may require The author himself presents the 
dra a in a separate course The various divisions of the 
book are planned to suggest class-room discussion, where 
that IS preferred, or ay be assigned as private reading 
and tested largely by the st dent’s abihty to ^ply* theory^ 
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to tihie spew ens of literature under consideratio i 
" ^afifi I any event the first-^and acquai tance with the 
literature is all-i portant Collections or a tholo les of 
-4hi» var us tjqies have bee described at so e length i 
the bibho raphies The exa pies they contai should be 
analyzed and co pared ccordmg to sche es easily de- 
' nved fro the sections on technique in this book For 
the shorter for s actual atte pts at developing the stu- 
dent’s own 1 a inative i pulses into finished products 
will clanfy his ind surprisingly The subjects for re- 
ports should serve the several purposes of enlar ing the 
student’s knowledge, of ivin hi practice in or anizin 
and expressin infor atio , and of further lUustratin 
the substance of the co rse by ore exte ded coi pan- 
sons 

It will be a atter for re ret if the useful ess of this 
book is li ited to classes a d class roo s The e tire 

treat ent rests upo the assu ptio that the students 

who use it are already readers of reasonably ood litera- 
ture and will continue to be so throu hout their lives 
Its ai IS to enable the to approach all their readin with 

ore intelli ent jud ent, nd keener, ncher apprecia- 
tton Literature is presented as a vital thi , inspired by 
very real and i ediate i pulses, and respo ding readily 
to the increased de a ds ade upo it by the co pie 

expenences of today, or the still ore co phcated o es of 

to orrow The book is sub itted even to the readin 
^^hc outside colle e halls, any of ho fid it difficult 
at^ to ive reason for such literary t ste d dis- 
cn mation as thqr practice 
Obviously a book of this sort is full of obli tio s 
Certain lar er feat res of indebted ess re i dicated i 
the text or in foot otes Nu erous others are i phed 
in the lists of cntical discus ons appended to eadi <^ap- 
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ter. Two special instances, of a more personal sort, axe^ 
gratefully acknowledged here One is the genuine pa- 
tience and apparent interest of three successive college 
classes, who permitted this material to be tested upon 
the until it took final shape The other is the construc- 
tive advice and friendly cooperation of the General Editor 
of this American series of Oxford publications, whose^ 
experience and judgment have contributed largely to 
ake the book what it is 
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FORMATION OF TYPES 

^ITERATURE finds its place in the studies of youth and 
the affections of men and women by virtue of the fact 
. that it is'lme of the fing^arts^A, It mims- 

Lit ature ters to none of men’s material needs, does 
Art not increase their physical comfort, and 

IS not valued primarily for the lessons it 
teaches or the information it conveys Furthermore, its 
enjoyment is limited to no individual or group of the 
elect, but is open to all who can understand and appreciate 
Such quahties as these distinguish the fine arts in general 
'from the practical arts, the crafts whose product has 
aterial utility 

The expression “ fine arts ” is comparatively oder . 
Aristotle thought of the as “ ^ts„of_ijnitation the 
French still call them beaux orfjfe— that 
Art nd is, the “ l^utiful a rts ” Both these 

I itatio teims are more significant than our own 

-''somewhat negative one these arts ' 
find justification in the pleasure they impart by cans 
of beauty, and this beauty depends upon the perfect 
portrayal or imitaUon of the artist’s imaginative i - 
pression of so e phase of life It is not enowgh that 
art in any form should merely reflect people and things 
^ as they pass The waxen pohce an we almost speak to in 
a useu is no ore a work of art than the <^ver i i- 
tation of a bumblebee performed on a violin The per-| 
. sotlaUty, the impression, the ood of the artist, — this! 
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Tiu an element must intervene between life and its imi- 
i^ion m order that we may have art . 

The enumeration of the fine arts involves some diffi- 
culty To the Greeks they were music, poetry, dancing, 
painting, and sculpture Architecture 
The Fx was classed with the practical arts, be- 

Arts mg regarded as in no sense imitative 

except for its ornamentation, which 
belonged in the province of sculpture Even today we 
feel that there is more of practical utility abou^ archi- 
tecture than belongs to any of these others Dancing •W'as 
for a long time omitted from the list, and hasibut re- 
cently been restored, largely under European influence 
Vanous other arts are still more debatable Acting, for 
example, is certainly imitation intended to give pleasure, 
but it IS too often slavish copying Tapestry-work prop- 
erly done ay involve equal skill and char with paint- 
ing Pottery, one of the most pnmitive of arts, has once 
ore come into favor The arts of the goldsmith and of 
the landscape-gardener have been in high regard ever 
since the Italian^enaissance 
The position of poetry afnong the fine arts has never 
been questioned {The sonnet, the tragedy, or the lover’s 
serenade obviously presents not life but 
/Liter t re— the poet’s impression of some large or 
The tellec- s all cross-section of experience, uni- 
t 1 1 e fied and revitalized by his creative imagi- 
^ ation into- a thing of beauty^ Ti e 

cf not r^ect this condition of things, but it has brought 
certam i portant modifications For one thing we ust 
ow understand the word poetry ” to include all imagi- 
ative literature, for the boundary line betwee prose 
and verse has always been defined but vaguely, and vari- 
ous for s of literaiy prose h ve developed in odem 
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ti es This very development has emphasized the fact 
that literature, unlike the odier arts, usually carries wiA 
it burden of thought, a essage for the intellect as well 
as an appeal to emotio and fancy Men feel the need 
of intellectual content to give weight and dignity 
to literature, but they o longer accept the doctrine that 
poetry is made pleasurable m order to sweeten some bitter 
oral pill. 

Literature or poetry, tmder present conditions, has 
peculiar difficulties in reaching us Painting, sculpture, 

• architecture, the dance, are there before 

The edi us in their complete beauty, and we have 

of Letters only to open our eyes to see and enjoy. 

Music we do not regard as music until it 
is performed, and then our pleasure is immediate All 
of these are for all people, without distinction of race 
or language Once men depended for their poetry on 
the mmstrel’s song or the rhythmic chant of the story- 
teller, and literature and music were closest of kin Now 
we sit in silence over a book of pnnted characters, and 
1 agme the sound of rmging words and well-tiimed 
phrases mto which these characters may be translated It 
is as if we were all musicians so trained that we could 
hear the harmonies by reading pnnted notes, — and each 
nation had its particular system of notation There is, 
however, one oonqiensation There has been only one 
Mona Lisa, onltone Cathedral of Rhei s Before the 
develop ent,of me phonograph many people had little or 
no opportunity to hear good music But good bojfScs are^ 
plentiful and cheap, and he ust be poor and ignorant 
indeed who cannot re-create ifx himself the fancies of 
Shakespeaie or the fiery ’Oessa e of the Hebrew prophets 
VAs alrei^ int teet poetry was no sooner devised 
s foi4:-Of arti stic, expr^sion, ffian it began de- 
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velopmg, — ^making various adaptations to meet various 
conditions of performance ,Some of these adaptations 
were so wide in their appeal that they 
Differe tiatio promptly became more or less perma- 
m For 's of nent and conventionalized, some disap- 
Poetry peared with certain temporary conditions 

that had given them birth, still others 
were developed farther until eventually they made a 
place for themselves Thus there have ansen certain 
types or typical forms of literature, genres as the 
French call them, by a process not imlike that of evolu- 
tion in plants and animals ^ Often in the course of this 
evolution cntics have undertaken to classify these types 
or divisions of poetry, with results that could not hope 
to be final Anstotle, and the Italian critics after him, 
based his division on the method of presentatiou'^n 
action, narrative, or song — and the class of people wwse 
life was portrayed Thus tragedy was the drama of gods 
and heroes, comedy that of the common people, while 
the narrative forms were divided into epic poems and 
satirical lampoons Funcis Bacon and Thomas Hobbes] 
left lync or song pot’rj* entirely out of consideration, itj 
appeared to them remote from life and concerned chiefly | 
with rhetoncal display. Bacon adds instead “ allegoncal| 
poetry,” while Hobl5lss stdwiivides his dramatic and narra-* 
tive types into three classes, thusi: poetry of the court, 
tragedy or epic, poetty of the dty, comedy or satire, 
poetry of the country, pastoral comedy or eclogue 
, ,Smc\^the hterature of any paitlB^|ijtr people has been 
so distinctly an evolution Of types, it yii be dearer and 
probably more accuraW'to pproadi ’we divisions of 
Enghsh literature from tMs of view Our 

‘Cf Chapter I of Fer^ d UEvolwHon des 

Genres, Pans, 1890 

ei 
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earliest popular literature may be supposed to have taken “ 
the form of ballads, crude songs based on local ex;- , 
penences, composed impromptu, and 
Pri itiv chanted to the accompaniment of dance- 
allad movements Thus there were 'present 

Poetry from the beginning the three essential 

, elements of narrativ e, song, and action — 

the last no doubt often imitative m character Indeed the 
ballad, though it has survived to our own day, promptly 
separated into lyric baUad and narrative ballad, both re- 
taining considerable dramatic force 
For a long time this dramatic instinct for imitation 
through action could, express itself only m ballads, or in 
“^anto ime and equally rude farce Then 
Develop e t it was appropriated to the uses of the 
of Dr church, and employed in perfor ing sec- 

tions of tnble story (the miracle plays) 
or versions of the world-old conflict of vice and virtue 
(the moralities) The faahty learned m dramatizing 
episodes from the bible was soon applied to secular his- 
tory /Then the connected expenences of heroes, in his- 
tory OT iSgend, •mre organized with a greater sense of 
form, with classical drama as a model, and English trag- 
edy appeared Comedy developed in a similar way by put- 
ting oHve and character into the old farces and by 
acquinng astery of tedinique from Latin models, j 
Among the early ballads, which were largely narrative, 
occasional ones appeared that were concerned with emo-^ 
tion, supposedly the personal f^ing of 
L]ync For s the author Soon these develoiied into h 
class by themselves, and the expression 
of hu an emotion in song became so popular by 
the days of Queen Elizabeth that England was “a 
est of giriOTTip - birds.” With the growth of national 
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feeling in this period came the patriotic, or national 
song, which a little later found its highest expression in 
the ode The personal lyric in the meantime was becom- 
ing constantly more’iuBjecHve and introspective, and so 
involved m thought and phrasing that it did not lend 
itself to the music of a song It remained true to its 
onginal hmit of a single unit of’ emotion, and appeared 
in any one of severaj-verse forms already in common use 
Closely akin to the lync poem, indeed in its most attractive 
form a kind of p rose lync , is the personal essay, which 
grew up in England coincident with the declme of Ehza- 
be ton ly nc^and the rise of prose to a position of literary 
importance It remained for the next lyric penod in 
English literature, the romantic activity of the fearlj 
nineteenth century, to reveal the higher possibilities of. 
the essay to express private feeling and imagination 
/ From the narrative element in the primitive ballads a 
somewhat more complicated fa ily-line has descended 
* 'From the beginning, no doubt, such ex- 
Narrativ periences or adventures were selected 
Ty es for tellmg as had “point” to them,— 

_ some central fact that established them as 

units of/narratve and set them apart from other hap- 
penings')'' Often this was a after of intngue and decep- 
tion, with satisfaction to be had from seemg an easy vic- 
tim fleeced or a scheming rascal checl^ated'. Thus 
developed the broad, popular verse-narrative called the 
fabhoM/' a favorite with the late Middle Ages, and best 
in certain tales of Chaucer Gradually this 
passed’i^ verse to prose, and took the na e of 
, 1 Italy and Spam and “ novel ” in England, 

thou|fh It was really just a short story, as such thm s 
were understood in and about the year 1700 The ode 
short story had its birth less than a hundred years a 
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from a onion of some of these old-fashioned well-taM 
tales with the new imagmative and emotional spint found 
in romantic htferature 

The narrative ballads, throughout their history, dis- 
played a certam interesting tendency They were much 
inchned to unite with others dealing with 
Epic ad the same or a similar personage mto 
Ro a ce larger units or cycles Incase this per- 
sonage was suffiaently heroic, the ulti- 
mate result was a form of popular or folk epic This is f 
seen its best in the Old English poem, Bemmlf, and is 
approximated in the Ltttle Gest of Roim Hood. ^In 
classical literature the logical progress was fro Ais 
amalgamated popular epic — as seen in the Homeric poSns 
— ^to a unified, selfrconscious imitative product hke Vir- 
gil’s Mneid Later still the elements of love and advef-i 
lure in the epics’^ere developed mdependently mto long 
romances, first in prose, later in verse, and finally m 
prose again -t- England, however, took httle or no part 
in fiiese developments England produced no imitations 
of BeSwulfj and the cycle of Arthunan romance, for 
which she furnished the material, was developed d^efly 
on foreign soil ‘ ' 

Both li tfr-aqz epic and pipse romance came into Fin- 
land as a part of her Renaissance awakening Only two 
reat sped ens of the former stand to 
er e ce her creit, Mi lton’s Pamd isU^ost} repre- ' 
the ovel sentmg the tradition of Virgil, and 
Sjpenser’s. Faerie Queene, of the typ^* 
of the ro antic epics invented by Italy “Prd^e ro-* 
ances were not widely cultivated, translations from the 
French bemg more popular, and soon gave way to the 
rowing power of reahsm that trimmed the ro ances of 
fheii; extravagancerirnd brought them down to earth as 



g; Th£ Typical Forms of English jliterature 

eighteenth-century novels The novel has maintained its 
popularity for two centuries, varying between the two 
extremes of photographic realism and romantic fancy 
The literary forms enumerated are by no means the 
only Ones produced and cultivated in the long evolution 
of literature m English One might add 
Mi or Types a considerable list of types very much 
in the fashion at one time or an- 
other, or still enjoying an unbroken, if somewhat 
modest, popularity Fable and epigram, memoir and 
familiar letter, literary biography and didactic pojpm, all 
have their place in the history of literature In the 
limited space of a book like this, however, attention must 
be centered upon such literature as has established itself 
permanently in the affections of the race, the large and 
genuinely ''t3rpicar’ forms in which men’s moods and 
fancies are accustomed to find expression‘s 
This method of approach to English literature is open 
to criticism of various sorts We are assured that creative 
artists do not think m terms of types, 
Writers Are that these are artificial classes with arti- 
Co scio s of ficial distinctions, set up by critics who 
Types follow in the wake of creation and 

classify the product of this creation as a 
pretense of explaining it But this is true only m part 
It IS not a high type of creative mind that undertakes 
to produce a masterpiece according to a programme or 
code of technique The great craftsman in letters prob- 
ably cannot define in advance the exact design his imagi- 
nation will take when the mood is on him But he knows 
whether he is at work on a lyric poem or a short story, 
a play or a novel Furthermore, he knows the finer 
technical points regarding the construction of this form, 
and consciously or unconsciously shapes his product to 
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conform to them The poet needs a fine frenzy, an 
esemplastjc imagination — as Coleridge would say — 
that enables him to see the end of his task m the begin- 
ning Investigation usually shows that the best of poets 
have given no little time and energy to the problem of 
effectiveness in selecting, massing, and phrasing details 
A more valid objection lies in the fact that there is a 
constant tendency to blend and confuse the so-called 
typical forms of literature, just as there 
The Fusion. is to confuse certain of the fine arts, and - 
of Tj'pes that many of our most worthy docu- 
ments of literature are products of such 
fusion and defy classification Only critics who are most 
severely classical array themselves against such methods, 
while minds of a highly romantic turn take particular 
delight in them It is merely the old problem of the 
comic scenes m tragedy brought down to date, and Shake- 
speare IS emphatically on the side of the romantics Prob- 
ably if alive today he would approve freely of plays that 
sacrifice structure and action to cleverly phrased ideas,” 
or of essays that are short stones with an intellectual 
point to them 

It is by no means the purpose of this book to oppose such 
procedure But it is clear enough that literary expression, 
in a series of centunes, has evolved these 
K owled e various forms, each with its particular 
of T3rpes selection of technical elements arranged 
Funda e tal in particular relations to each other, and 
that these forms represent the patural 
gamut of utterance from which the literary artist may 
choose To object that a particular piece “ falls between 
two stools ” and is part lync, part dramatic, may be as 
absurd as to complain of the sharps and flats in music 
It is* at least desirable, thopgh, that ^e student or the 
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tie reader” should be able with assura ce to pro- 
ou ce a piece “ part lyric, art dra atic,” a d to know 
what he is talking about when he does so These typical 
for s re not likely to be overthrown by ro antic fusions 
a y ore tha usic, scene paintin , and poetry have lost 
their identity and general interest since they have bee 
s ccessfully blended i to opera 
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THE POPULAR BALLAD 
History 

The popular ballad, though still a vital force m Eng- 
lish Ifterature, belongs essentially to a period of oral 
transmission, before literary productions 
Introductory took written or printed form It is true 
that long after the cultured classes were 
reading printed books, balladry remained a cherished pos- 
session of the simple folk* But it was held m memory 
among them, and imparted by singing or recitation at the 
fireside Gradually, as the plain people of England and 
Scotland ceased to be a primitive folk, these precious 
verse-traditions were seized upon by the more or less 
reverent hands of collectors and publishers, to thrill more 
learned readers, to tantalize investigators, and to inspire 
new and self-conscious verse-makers Folk-poetry, as a 
creative phenomenon, is done, except as one may happen 
upon some isolated group of people, simple-minded, emo- 
tional, and homogeneous, as were the march-troopers of 
old 

Of various working defimtions proposed for this liter- 
ary type, that of Professor Gummere is perhaps most 
comprehensive and accurate ‘‘a poe 
e itio meant for singing, quite impersonal in 

manner, narrative in material, probably 
connected in its origins with the communal dance, but 
submitted to a process of oral4:radition atpong people who 

13 
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are free from literary influences and fairly homogeneous 
in character’’^ This represents what Professor Gum- 
mere himself calls the ‘'definition by origins” And 
origins, elusive as they are, are sure to demand a large 
share of attention in any study of the popular ballad 
It IS now generally accepted that primitive social groups, 
under stress of a common emotion, expressed that emotion 
by the rhythmic movements of a tnbal dance, accom- 
panied by the chanting of crudely ap- 
Co u 1 propriate words Frequently, no doubt, 
Lyric this singing, dancing throng was broken 

into two nval divisions, answering re- 
sponsively to each other Evidences of such practices are 
scattered far and wide, from “ Saul hath slam his thou- 
sands, and David his ten thousands,” * which greeted the 
Israelites after their success against the Philistines, to 
the ceremonial dances of savage tribes, or the rhythmic 
games of children'- It is reasonable enough tq suppose 
that responses of this sort were impromptu, the improvi- 
sations of the group as a unit Out of these, after- 
wards fixed and conventionalized, came the refrains of 
later balladry 

vAt times, however, these people would have assem- 
bled all aglow with the recollection of some striking 
incident of the day's experience, — b . 
Com u al bride-stealing, a heroic rescue, or a 
Narrative miraculous escape from danger, — essen- 
tially the material for a narrative It is 
not inconceivable that this too might have taken verse 
form to the dance- usic, in dramatic stanzas, full of 
dialogue, progressing slowly because of much repetition, 
but improvised throughout the group rather than by any 

^ The Popular Ballad, p 2 Cf also pp 13-14 
* I Sa uel Kym, 7 Cf <^Exodus xv, and Jud es xi 
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distinct individual Such practice of communal author- 
ship could not, of course, be extended indefinitely At 
some point in the process — ^long indeed before the crea- 
tion of any ballad that has come down to us — the indi- 
vidual author emerged from the homogeneous throng 
But he was still of the throng, m impression, and mood, 
and utterance, and the stanzas he improvised were of the 
impersonal, crudely dramatic sort already fixed upon by 
his fellows - 

Primitive ballads are in certain respects like the legends 
of foik-lore Both appear to have been the common 
property of practically all peoples in the 
allad dawn of their civilization Various na- 

Circ latio tions, indeed, enjoyed and developed the 
same ballad themes, just as they circu- 
lated the same folk-tales But this development took place 
so long ago, and extant ballad versions are so elusive and 
in most cases so recent, that we can be sure of nothing 
m the way of transmission from one nation to another 
Usually the oldest ballad themes are so simple that mere 
coincidence will account for their appearance in several 
countries at the same time 

Approached with this point of view, the history of the 
English ballad falls naturally into several distinct periods 
* I The period of the simpl e ballad, usually concerned 
with domestic relations and showing traces of communal 
authorship 

Periods of II. The period of the ^venture bal- 
allad la^ including both the outlaw ballads ^ 

istory and the border ballads To this period 

correspond too the heroic ballads, best 
cxe plified in Denmark 

III The period of the journalisticjballad, — the broad- 
side or " ballad in print.” 
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^ IV The period of scholarly revival and artistic imita- 
tion 

Ballads selected by experts as a heritage from the good 
old times indicated m the first period are not necessarily 
found in the earliest written or printed 
The versions They may indeed have no 

Primitive connection with the primitive period, 

Form except that they have been constructed 

on the model of ballads that had such a 
history * Ballad antiquity is indicated not by external, but 
by internal evidence, — ^the substance and form of th^ bal- 
lad Itself Thus the simple ballad is built upon one 
situation or incident, a senes of incidents, when intro- 
duced, bemg so closely connected that they are practically 
one This situation, or group of related incidents, is pre- 
sented dramatically, with the employment of striking 
dialogue, and often in stanzas rendered more efifective by 
a system of repetition which alters only a line — or even a 
word — each time to advance the story This is the “ in- 
cremental repetition ” spoken of by ballad scholars^ 

** He's taken the second ane by the hand, 

And he’s turned her round and made her stand, 

‘It’s whether will ye be a rank robber’s wife, 

Or will ye die by my wee pen-knife^ ’ 

‘I’ll not be a rank robber’s wife. 

But I’ll rather die by your wee pen-knife ‘ 

He’s killed this ay, and he’s laid her by, 

For to bear the red rose company 

He’s taken the youngest ane by the hand, 

And he’s turned her round and ade her stand, 

Says, ‘Will ye be a rank robber’s wife, 

Or will ye die by my pen-knife^* 



The Popular Ballad 


17 


‘111 not be a rank robber's wife, 

Nor will I die by your wee pen-knife 
•» 

‘For I hae a brother in this wood, 

An' gm ye kill me, it*s he’ll kill thee * " 

The lines above, from Babylon, or the Bonnie Banks 
o’ Fordie,” a ballad rich in suggestion of public rendi- 
tion with dance accompaniment, afford an excellent ex- 
ample of the way this repetition with incremental change 
was managed These two stanza-groups, preceded by an- 
othei; introducing the first sister,” present in diamatic 
fashion the undivided central situation of this tragic 
theme Babylon ” suggests primitive balladry too in its 
stanzas of two lines each, with alternating refrain lines 
The first of the stanzas quoted were really delivered thus 

“He’s taken the second ane by the hand, 

Eh vow bonme, 

And he’s turned her round and made her stand. 

By the bonnie banks o' Fordxe 

It's whether will ye be a rank robber's wife, 

Eh vow bonnu. 

Or will ye die by my wee pen-knife^ 

By the bonme banks d Fordte" 

This arrangement was continued throughout the ballad 
\ In what seems to be a second, somewhat later develop- 
ment of the simple type of ballad, the central situation 
breaks up into several closely related in- 
Th cidents, presented like separate dramatic 

Develop d scenes in miniature, and at times con- 
Po nected by a stanza or two of transition* 

The arrangement of lines in couplets 
g^ves way to a series of fouj-line stanzas, with alternate 
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lines of eight and six syllables, the second and fourth 
lines m rhyme A refraiiL with these ballads, is the 
exception rather than the rule 

- All the ballads in this first division, whatever their 
form, have the common theme of domestic interests, pas- 
sions, and adventures False wives and 
Do estic false lovers, illicit love and its conse- 
The es quences, cruel brothers and stem parents 

who thwart the course of true affection, 
murder and suicide and incest, — ^these are characteristic 
features When supernatural beings enter the action, it 
IS to carry off earthly lovers, or to visit in ghostly form 
the objects of earlier devotion The family is the largest 
unit considered, apparently, the community is only a 
much-interested observer 

In the second period of English balladry, much of this 
was changed The earlier ballad of domestic tragedy 
continued to be circulated with little 
Period of modification, and was occasionally imi- 
Adve ture tated as new material was afforded ^ But 
allads the folk had at length become conscious 

of Itself, chiefly through the necessities 
of resistance resistance to encroaching statutes that 
would interfere with certain pnvileges of poaching and 
the like, traditional through many generations , resistance 
—particularly along the English and Scottish border— to 
bold neighbonng settlements that raided cattle, and killed 
from ambush, and obeyed an alien king The community 
ade other kmds of ballads now, m which it was vitally 
concerned and often played a part Thus arose the ballad 
of border conflict, and the vanous groups of outlaw bal- 
lads culminating in Robin Hood 
s»ln actual time the outlaw ballad was considerably 
earlier than the border bal^^di^ While all attempts to 



The Popular Ballad 


19 


identify a real Robin Hood have failed, ample evidence 
has been found that he and other outlaw-figures were 
widely celebrated in popular verse by the 
Outlaw fourteenth century ^ Most of the earliest 

allads of such verse has perished, leaving to us 

Earlier more elaborate and artistic specimens — 

best seen in the Little Gest — ^repre- 
senting a late stage in the development of an early form, 
and contemporary with various cruder specimens of 
the bordei product ^ Border ballads, like border con- 
flict, flourished in the two centuries or so from Chaucer's 
time to the awakening of the Renaissance in England 
Many of these, like the adventures they celebrated, were 
very precious to the people, and were jealously confined 
within the limits of their own territory, where ballad col- 
lectors found them little changed '* 

A few of these border ballads display the primitive 
features of form, which always suggest somehow a sing- 
ing, dancing throng v But they are usu- 
tructure of ally specimens in which the simple 
the order domestic themes play an equally large 

allads part with those of strife and feudal 

vengeance, as in ‘‘ Bonnie George Camp- 
bell '' and The Baron of Brackley,” and “ Captain Carr,'' 
with Its haunting stanza of refrain The larger number 
employ a structure already developed by the ballads of 
outlawry This involves the gradual extension of the epic 
or narrative part at the expense of dramatic dialogue and 
incremental repetition. -Am accumulation of details, many 
of them uni portant, replaces the severely selective method 
of the ore simple ballad Clear-cut scenes disappear as 

^ E g, the boast of Sloth in Pters Plowman (Passus v, about 
137s) “ But I can [know] rymes of Robyn Hood and Randolf 

Erie df Chestre ” 
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transitions are amplified, and names of places and people 
are repeated, evidently to serve a patriotic purpose In 
short, the style is that of the garrulous narrator, analogous 
to the minstrel of the verse romances^ 

V All early ballads were fond of tragic situations, in- 
volving or at least suggesting physical prowess and adven- 
ture*^ Willie killed all the king's life- 
Adve ture guards on his way to Lady Maisry's 
The es bower, ^ and Earl Brand was stabbed 

from behind by one of the king's best 
men, after disposing of the fourteen others man to than ^ 
Still, this sort of adventure was at first largely inci- 
dental to the domestic tragedy at the heart of the ballad 
In the second period of ballad history, manly prowess and 
heroic adventure became themselves the essential features 
Border feud and outlaw freedom made heroes, and the 
greatest of these was Robin Hood 
It IS significant of these ballad heroes that they were 
thoroughly representative. Percy embodies the spirit of 
all English march-men, as truly as the 
Represe t - doughty Douglas does that of the Scots 
tive Heroes The eternal challenge of feud-vengeance 
nngs in that conventional stanza ascribed 
to several popular leaders ^ 

" — Fight on, my erry men all, 

I am a little hurt, but I am not slam, 

I will lay me down for to bleed a while, 

Then 1*11 rise and fight with you again ** 

Robin Hood has been often discussed as representing all 
the typical folk-virtues of his time anly prowess, 

Willie and Lady Maisry” 

““Earl Brand** 

* “ Johnie Ar strong,** B, i 8 ^ “ Sir Andrew Barton,” 65 
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shrewdness, piety, courtesy, loyalty in friendship, even 
adoration for the person of "the king His only crimes 
were poaching on game-preserves that had once been open 
to the peasantry, and levying tribute upon prelate or 
merchant who enjoyed more wealth than he deserved 
Consideration of this supreme outlaw hero, Robin 
Hood, suggests another characteristic feature of these 
adventure ballads, their tendency to 
Adaptable transfer themselves and their adventures 
Adventures bodily to the experience of some already 
popular figure, who eventually becomes 
the center of a mass of verse-tradition organized into 
crudely epic form Thus the Little Gest of Rohm Hood 
carries Robin through a closely related series of adven- 
tures, dignified enough m the eyes of the people and 
representative of their best ideals, and brings him to a 
hero’s death at the close Yet the poem may be dis- 
sected into a number of separate units, undoubtedly at 
one time independent, and likely enough to have been 
ascribed to various personages in widely different locali- 
ties There is much justification for the familiar state- ^ 
ment that the L%ttle Gest is a genuine folk-epic 
To this second period, also, belong the few specimens 
to be found in English of what may be called the heroic 
ballads, a class best represented in the 
The Heroic ballad literature of Denmark. There 
allad they seem to have been cultivated for 

and by the higher circles of society, and 
delivered before audiences familiar at first hand with the 
doughty deeds and courtly trappings that were always 
prominent features. '^The English specimens seem rather 
to be adaptations or pale reflections of the current ro- 
ances, in which court circles for several centuries had 
found delight, until the tar ished fabric had descended. 
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like well-worn garments of fashion, to the lower classes 
of society ^ The folk-product might assume either the 
accepted primitive manner, as in Hind Horn . 

“ In Scotland there was a babie born, 

Lill lal, etc 

And his name it was called young Hind Horn. 

With a fallal, etc*’ 

or the obvious signs of minstrel rendering to be found 
in “ King Estmere ” , 

^'Hearken to me, gentlemen, 

Come and you shall heare, 

He tell you of two of the boldest brether 
That ever borne were” 

In either case the matter is of kings and princes, of the 
hard-won love of princesses that are brave and fair, of 
marvelous achievements in lists and battlefields The 
outlook on life is no longer provincial, the more con- 
scious motives of friendship and honor play an important 
part, and plots are strengthened by a conflict of motives, 
as in “ Bewick and Grahame ” 

With the introduction of the printing press into Eng- 
land, the popular ballad entered upon a third stage of 
existence People craved the sight of 
roadside their ballads in print, and newsdealers 

allads were not slow to satisfy the craving 

'^hese ‘‘ broadsides,” as they came to be 
called, were arranged in two double-colu n pages on the 
sa e side of a folio sheet, usually with a crude wood-cut 
surmounting the first page- Broadside ballads ay be 
variously classified -^The ballad minstrels had often re- 
ferred to their performance as saying and singing,” a 
double term that^see ed to indicate that eventually so e 
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ballads would be recited, others sung But this possible 
distinction was lost entirely m this period For while 
there were ballads more essentially lyric side by side with 
the great array of narrative material, all specimens of 
both types were thought of first as songs A number of 
easy, catchy, and adaptable ballad tunes grew up, did 
service for one set of stanzas after another, and eventu- 
ally became themselves traditional This method of pro- 
cedure resulted somewhat later in the '' ballad opera,'^ 
known best today through the success of Gay’s Beggar's* 
Opera, in 1728 - 

A better classification of broadsides would rest upon 
their real age whether they represent good old ballad 
stuff, vulgarized somewhat for the penny 
Their press, or some current adventure or nme- 

Jour alistic days wonder, served up to a gaping popu- 

Character lace before the time of novelty was done 

The broadside ballad was the people’s 
yellow journal, as will appear from a handful of the 
long-drawn-out titles of the sixteenth century 

“ The true description of a monsterous Chylde, borne in the 
He of Wight, in this present yeare of oure Lord God MDlxiiij, 
the month of October’^ 

" A bnefe sonet declaring the lamentation of Beckels, a Market 
Towne in Suffolke, which was in the great winde upon S 
Andrewes eve pitifully burned with fire, to the value by esti- 

ation of twentie thousande pounds, and to the number of 
fourscore dwelling houses, besides a great number of other 
houses, 1586” 

**The West-Country Da osel’s Complaint, or The Faithful 
Lover’s Last Farewel Being the relation of a young Maid, 
who pined herself to death for the love of a Young-roan, who, 
after he had notice of it, dyed, likewise, for grief” 

A pro inent type of broadside ballad, sometimes carry- 
ing on very old traditions, but always directed at existing 
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conditions, was the satirical ballad, aimed at certain much 
maligned classes, such as women and priests, or at re- 
cent developments in church and state 
atirical Political ballads in particular enjoyed 

allads an immense vogue between the closing of 

the theaters (1642) and the Restoration, 
and again toward the end of the seventeenth century. 
They had indeed an unbroken history down to the ‘‘ Elec- 
tion Ballads ” of Robert Burns 
. Various Elizabethan documents furnish valuable evi- 
dence concerning the interest of the populace in printed 
ballads Falstaff and Bottom alike in- 
Populanty tend to have ballads made, to serve 

of the their purpose of revenge or pride ^ 

roadsides Autolycus with his peasant audience and 
his pack of marvels not a month old 
gives Shakespeare a roya^ chance to poke fun at 
these journalistic extravagances^ Chettle's Kind-Harts 
Dr^ame shows us a family of ballad-venders in Essex 
busy in their booth singing lustily the selections they have 
on sale Captain Cox is described in Robert Langham's 
Letter from Kenilworth (1575) as having over a 
hundred broadside ballads old and new, “ fair wrapt 
up in parchment ” Izaak Walton tells of an honest ale- 
house with “ twenty ballads stuck about the wall,'^ and a 
milk-woman who sang “Chevy Chase’' and “Johny 
Armstrong ” Various s all printers ade a business of 
publishing current ballads, and certain minor writers of 
Elizabeth's time composed great numbers of these Wil- 
liam Elderton, Thomas Deloney, and Anthony Munday 
were particularly active 

^’Poetically any of these productions were beneath 

^ Henry IV, part I, II, u, Mtdsum er Night* s Drea , IV, 1 
* Winter^ s Tale, IV, iv ^ 
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contempt Even the famous old ballad traditions had a 
way of collapsing into doggerel in their printed versions, 
and the new attempts limped badly and 
Crude had neither rhyme nor reason Many of 

in For them were hopelessly unpoetic in sub- 

ject and in phrasing and marked by fre- 
quent crimes against good taste They were notably 
bourgeois in their material interests, their class-pride, and 
their smug-faced morality. It was a sore trial for the old 
folk-ballads to pass through such a medium Many of 
them, fortunately, did not have to ^ 
vBy the middle of the seventeenth century, the ballad 
ca e to the attention of the amateur collector- It was 
not enough that mine host treasured 
Collectors them to adorn the walls of his tap-roo 
a d There appeared genuine virtuosos m bal- " 

Collectio s ladry, like the first possessor of Bishop 
Percy's Folio Manuscript, or the famous 
diarist Sa uel Pepys Editors like Tom Durfey, with his 
Pills to Purge Melancholy, and Allan Ra say, with his 
Evergreen and Tea-Table Miscellany, blending old and 
new, genuine and spurious, with little thought of distinc- 
tions, at least kept traditional ballads before the English 
reading public Then 'in 1765 came Bishop Percy's 
Rehques of Anaent English Poetry, built about the fa- 
mous Folio Manuscript of ballads found in Humphrey 
Pitt's kitchen, where it served the cook in lighting the 
fires 

'/This activity ca e at the very threshold of the English 
Ro antic Movement, as a notable feature of the medieval 
interest upon which this movement was largely founded 
The time was ripe for it, in Germany as well as in Eng- 
land The reading public of both countries was satiated 
with the onotonous for altty, self-consciousness, and 
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artificiality of prevailing efforts at poetry, and m a search 
for genuineness in emotion and imagination was turning 
for relief to the obscure past, — a much- 
allads a d idealized Middle Age which it viewed 
Ro anticis through amber glasses As m the Renais- 
sance, the leaders of this new activity 
were scholars as well as enthusiasts, and they worked 
seriously and systematically 
In England ballad scholarship was represented m 
Bishop Percy , in Joseph Ritson, with his numerous col- 
lections of old songs and his combative 
cholarship prefaces , m Sir Walter Scott, whose dili- 
gence as a collector made possible his 
Minstrelsy of the Scottish Border, as well as in numerous 
less-known 'men, such as David Herd, Motherwell, and 
Jamieson ' None of these was averse to supplying gaps 
m anuscripts or printed texts with the product of his 
own pen, but Scott alone attained any skill as a ballad 
imitator Ballad collecting has continued, and scholarly 
^tehtion to the subject has increased down to our own 
day, especially since the appearance of the monumental 
collection of English and Scottish Popular Ballads, edited 
by Professor Francis James Child, of Harvard, and pub- 
lished in 1882-1898 

Ballad imitation of various sorts has thrived equally 
well during the nineteenth century In Germany, where 
Percy’s Rehques had an immediate 
it tio vogue as notable as that in England, col- 

lectors and imitators at once began work- 
ing side by side Herder revived and published the folk- 
songs of his people, while Burger was moved to the 
weaving of new ballads out of old traditions, imparting 
to his creations a somewhat mechanical and grisly super- 
naturahsm. These ballads fey Burger reacted in turn upon 
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England, slightly affecting Scott in his youth, ^ and exer- 
cising a large influence on Matthew Gregory Lewis, editor 
and very largely author of the Tales of Terror and 
Wonder Interest in the fleshly horrible soon ceased, 
however, and later imitation of ballads has taken various 
more artistic forms, which perhaps may best be illustrated 
by certain fairly well-known poems (i) ‘^The Eve of 
St John,” by Scott, (2) ‘^The White Ship,” by Dante 
Gabriel Rossetti, (3) Kipling’s '‘Danny Deever”, and 
(4) “The Admiral’s Ghost,” by Alfred Noyes 
The first of these is naturally nearest to real balladry, " 
celebrating a theme of domestic infidelity and death and 
spectral visitation, with a richness of 
cott ballad conventionalities that only the 

d ossetti author had at command Scott yields to 
the taste for internal rhyme, and m van- 
ous other ways arks the poem with his own individual- 
ity, but it is at least nearer the nor than most of the 
“ Tales of Terror ” among which it appeared The second 
poem is a first-rate specimen of the revival of refrain 
lines, made as suggestive as possible, which marked cer- 
tain verse-wnting of the mid-Victorian period. Rossetti, 
trained to realize the emotional and imaginative possi- 
bilities of legendary adventure, did some of his best work 
in those ballad narratives with their compelling refrains, 
his aim being not to create the illusion of a popular 
ballad, but to raise the ballad to the level of art 
^Most modern poets seem to appreciate best the dramatic 
crispness of the shorter, ore conver- 
ece t sational ballad — ^the form usually re- 

Atte pt garded as primitive Kipling’s presenta- 

tion of the execution-scene of Danny 
Deever is entirely in conversation, with repetition that is 
* See Lockhart's Life of Sir Walter Scott, chap VII 
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obviously incremental and with a striking use of refrain 
It has of course various artistic touches The Admiral’s 
Ghost ” might be criticised as hardly related to balladry 
at all Yet if removed from the framework that intro- 
duces a modern, rather than an ancient mariner as narra- 
tor, It closely resembles the ghost tales of the old ballads, 
leaps and lingers as they do, and gets its best effects, like 
them, by a few suggestive touches 
^ One final manifestation of the popular ballad must be 
mentioned This is the prevalence of certain ^ongs, 
closely approximating the old ballads, 
Cowboy among certain homogeneous classes in 

and Ne ro our own country, particularly the cow- 
Ballads boys of the West, and the negroes on 

the Southern plantations ' A number of 
American scholars have made collections of this material, 
the largest being those of Professor John A Lomax of 
Texas ^*On investigation, these negro and cowboy ballads 
show a surprisingly large number of the usual ballad 
characteristics They are anonymous in origin, omni-1 
present in circulation, and have depended entirely on oral 
transmission They are chiefly narrative, are frequently 
tragic, and are partial to the exploitrbf outlaws 

Jesse had a wife, the pride of his life, 

His children they were brave, 

But the dirty little coward that shot Mr Howard, 

He laid Jesse James in his grave ** 

In for they display considerable variety, but the old 
alternation of eight syllables and six forms the basic 
structure of many specimens, while others display the 
familiar couplet with alternating refrain Details are 
crude, and much of the poetry is mere doggerel, but the 
same thing may be said of ost old ballads at various. 
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stages of their history Ballad students may learn much 
from these natural utterances of our best modem speci- 
ens of a homogeneous, smgmg folk 


Technique of the Ballad^ 

The simple ballad, apparently the earliest to develop, 
affords the most interesting study of technique • As has 
been noted, it is concerned chiefly with ' 
The ^ 1 pie personal or domestic relations, frequently 
allad— - tragic in outcome or involving the matter- 

The es of-fact introduction of supernatural per- 

sonages ''The motives are affection of 
some sort — or the bitterness that" comes from thwarted 
affection — ^and physical courage and prowess These may 
appear m conjunction, but'rarely in confllc^ Conflict of 
emotions seems to belong with heroic or aristocratic tradi- 
tions 

■/The characters are largely from the ranks of the people, 
or from noble families resident among the people There 
are occasional references to royally, it is 
Charac- true, but in no case is there any great 

terizatio regard for caste distinction The ballad 

is little concerned with identifying its 
characters or even with charactenzmg them with any 
thoroughness*/ Comparison of ballad characters with 
those found in Chaucer, for example, will make this 
clear, particularly in a specific case like the ballad “ Sir ^ 
Hugh” and the Pnoress’s Tale vSuch charactenzmg*^ 
touches as do appear m the ballads are likely to be mere S 
convention, — “ sweet,” “ bonny,” “ well-fared,” and the j 
like '' 

* See Walter M Hart, Ballad d Epic, for a more detailed 
analysis of ballad technique 
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The setting of these ballads is refreshingly vague_ 
Time IS defined only so far as to meet some requirement 
of the story Hallowe’en in “ Tam Lin ” , 
etti g “about Yule” in “Young Waters” 

Usually there is no time mdication at all 
References to place are more common but little more 
illummatmg Rarely a town is named, more frequently 
we hear merely of highlands or lowlands or “north 
countree ” Details of place description are notably lack- 
ing There is a garden or a wood, perhaps at Jiest a 
“ green garden ” or a “ silver wood,” and there is an end 
of it This lack of dependence on setting to create “ at- 
mosphere” IS most strikmg in supernatural accounts, 
where we of today are accustomed to expect a wealth of 
detail, — ^the subconscious detail of realis , or the studied 
detail to rouse the i aginationv 
^The simple ballad is at heart a situation or incident, 
which is presented concisely and vividly, and with as little 
attendant explanation as possible In 
Or izatio most cases the situation breaks naturally 
mto two or more closely related incidents 
or scenes, wifii or without transition-stanzas In any case 
there is usually a brief conclusions This may be erely 
a narrative stanza or two; or, in the frequent tragic 
conditions, may include a testament or a lament The 
organization of these ballads thus antiapates in any 
ways the modem short story, and like it depends on the 
methods of the dra atist Analysis of a simple ballad will 
usually show this arrangement 

I Narrative Introduction 

II One or more dramatic scenes, connected scenes 
usually involving transitions 

III Conclusion, possibly includmg testa ent and 
la ent 
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The exact boundaries of these divisions will not always 
be clear and certainly not beyond dispute 

In the individual scenes of these ballads, the method 
IS naively dramatic Dialogue is regularly present and 
is as direct as possible, with so little ex- 
Dra atic planation that a mere reader is often 

ffects confused In the scenes, too, incremental 

repetition is most pronunent, suggesting 
the peculiar adaptability of these dramatic parts to the 
choral dance The conclusion of the ballad is likely also 
to be dramatic in effect, either through the testament 
device, which is in dialogue form, as in ‘‘The Cruel 
Brother,’" or “ Edward,” or through the appealing lament, 
presumably the utterance of the chief mourner, or repre- 
senting a bereaved community 

“My meadow lies green, 
and my corn is unshorn, 

My barn is to build, 
and my babe is unborn “ 

(“ Bonnie George Ca pbell ”) 

Mere narrative conclusions are likely to fall into con- 
ventional forms and suggest later additions, like the 
fa iliar 

“Lord Thom was buried without kirk-wa. 

Fair Annet within the quiere, 

And o the tane thair grew a birk, 

The other a bonny briere ’’ 

But all these details do not explain the charm of bal- 
ladry. There is still the difference underlying Dr Samuel 
Johnson’s parody on “ The Children 
I i tive in the Wood,” nor is the case weak- 
Ap el ened by the fact that the Doctor selected 

a rather modern ballad It was one thin 
to say with the ballad-singeir 
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"These pretty babes, with hand m hand, 

Went wandering up and down. 

Blit never more could see the an 
Approaching fro the town” 

It was quite another to re ark with Dr Johnso . 

"I put my hat upon my head, 

And walked into the Strand, 

And there I met another man 
Whose hat was in his hand ” 

The difference of imaginative appeal is not simply 
a matter of suggested archaism, for an archaism 
of spelling as extreme as that of Dr Johnson's con- 
temporary Chatterton^ would make this second stanza 
nothing more than grotesquely commonplace The 
real distinction of great balladry is the distinction 
of much great literature in other forms, the ex- 
)pression in simplest terms of things deeply tragic or 
"Apathetic, yet so general in their appeal as to awaken 
sympathy in an extended circle of hearers or readers 
Hat or no hat in the Strand is a problem of no emotion 
and little imagination, no human being who loves little 
children and realizes their helplessness can miss the appeal 
of those last lines of “ The Children in the Wood " Not 
all balladry has this element of imaginative power A 
surprisingly large amount, however, reveals at least a 
Bash of It ^ 

In the adventure ballads of border conflict or out-' 
lawry these vivid suggestions of tragic fact or poignant 
experience are not so much in evidence In the organiza- 
tion of plots the narrative introductions and connections 

^Tho as Chatterton co posed a nu ber of archaic-lookm 
poe s, which he represented as drawn fro ajiuscnpts pf an 
early English poet named Roivley 
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have been expanded from their subordinate place m the 
simple ballads to be the dominating elements in these later 
forms These ballads belong to the pro- 
Narrative fessional minstrel who still relies occa- 
Ballads of sionally on dialogue and incremental 
Adventure repetition and suggestion, but prefers to 
hold attention by telling everything and 
heaping up concrete details There are long introductions, 
because the adventure he is to relate grows out of another 
of some significance, there are long transitions because 
these tales of raid and rescue emphasize the journeying 
fro place to place that formerly needed only a line or 
two Time is no more definite than before, place is now 
entioned in some detail. Adventures such as these are 
1 portant in themselves, not because they reflect experi- 
ences of all time, and such adventures must be distinctly 
localized. The scattered references to nature and scenery 
crystallize finally in the Rohm Hood cycle, where they 
undertake to express the joyous spirit of the greenwood 
Theme and characterization keep developing through- 
out the balladry of this second stage. The interest still 
divides between experience of the emo- 
The tions and men's delight in courage and 

physical prowess In the border ballads 
this physical heroism is at its height, though even there 
such e otional factors as clan pnde, devotion of retainer 
to his chief, and touches ot piety enter in j In the best ^ 
outlaw ballads, the hero is an object of reverence among 
his men and deserves it by the graciousness and shrewd- 
ness that supplement his native strengthv^ None of these 
ballads has much to do with conflict of emotions That 
belongs to the romances and to the few heroic ballads, 
such as Bewick and Graha e/' that have filtered down 
fro anstocratic sourceSf 
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Adventure ballads are fairly packed with characters 
There are numerous muster-rolls of heroic names that 
must have aroused patriotic response in 
Charac- the hearts of listeners The heroes por- 

terizatio trayed have become distinctively repre- 

sentative in the border ballads, of clan 
or vaguely even of nation, in the outlaw stories, of the 
oppressed common-folk as against tyranny and its im- 
mediate instruments Only in the latter case, however, do 
these heroic figures take on any complete characterization, 
and this is found only in the person of one man— in the 
courteous, pious, and resourceful Robin Hood The 
others are bold ” and doughty,’’ but little more The 
Robin Hood ballads are likewise the only ones that show 
any particular attempt to groi;ip characters for purposes 
of contrast or parallel Indeed, the literary effectiveness 
of Robin’s cabinet of chief retainers appears only on 
perusal of a number of the ballads, or the collected 
product in the Little Gest 

Such changes as the popular broadsides of the sixteenth 
century brought into balladry are too few and insignificant 
to require attention - The popular ballad reached its 
artistic cli ax in the period of oral tradition > 


Subjects for Study 

1 Co panson of “ Sir Hugh ” with Chaucer^s Prioress’s 
Tale” 

2 Recasting of some supernatural ballad (“The Wife of 
Usher’s Well,” “Sweet Willia ’s Ghost,” “Ta Lin”) as a 
prose tale 

3 Development of Robin Hood as a folk-hero 

4 Comparison of “Hind Horn” with the related ro ance 
King Horn 

5 Comparison of “Thomas Ry er” with the related ro- 
ance 
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6 Comparison of ‘‘Thomas Rymer” with Keats’s “La belle 
Dame sans Merci’’ 

7 Historical account of ballad scholarship 

Comparison of “Sweet William’s Ghost” with Burger’s 
“Lenore” 

9 Comparison of “ Sir Patrick Spens ” with Rossetti’s “ The 
White Ship” 

10 Characteristics of the popular ballad m the Cowboy Songs 
collected by Professor Lo ax 

Collections 

The Book of Brihsh Ballads Selected by R Brimley Johnson 
Everyman’s Library Dutton & Co Qoth, 40 cents 
An extensive and convenient collection of the ballads of the 
English people, not restricted to the more primitive forms 

English and Scottish Ballads Selected and edited by R Ade- 
laide Witha Riverside Literature Senes Houghton MifiSin 
Co Cloth, 50 cents 

An excellent but h ited selection, with a helpful introductory 
sketch 

A Collection of Ballads Edited with introduction and notes 
by Andrew Lang Chapman & Hall Fifty-five representative 
ballads with appreciative mtroductory sketch 

Old English Ballads Selected and edited by Francis B 
Gu mere Athenaeum Press Series Gmn & Co Cloth, 80 cents 
An admirable selection grouped accordmg to themes Includes 
the CO plete “Gest of Rohm Hood” The scholarly introduc- 
tion IS too much concerned with theories of ballad ongm to be 
of great service to begmners 

The Oxford Book of Ballads Chosen and edited by Sir 
Arthur Quiller-Couch Oxford University Press Cloth, $2 
A thoroughly representative collection arranged m seven 
divisions, according to the e 

English and Scottish Ballads Edited by Helen Child ^rgent 
and George L Kittredge Students’ Cambridge Edition Hough- 
ton Mifilin Co Cloth, $225 

Based on Prof Child’s collection and containing one version 
of each of the three hundred and five ballads there printed A 
sound and illuminating introduction by Prof Kittredge 

The English and Scottish Popi^ar Ballads Edited by Francis 
^Ja es Child S vols Houghton Mifflm Co 
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The monumental collection, as complete as can be made 
Other collections are based on this of Prof Child, just as all 
ballad scholars are inspired by his various notes and introduc- 
tions 

Cowboy Songs Collected and edited by John A Lo ax 
Sturgis & Walton Revised edition m 1916 

A first-hand accu ulation of genuine popular balladry of our 
own day 

Folk-Ballads of Southern Europe Translated into En lish 
Verse by Sophie Jewett G P Putnam’s Sons 

An interesting collection of continental folk-son s anajfo ous 
to the English and Scottish popular ballads 


Critical Discussions^ 

I 

Joseph Addison, The Spectator, Nos 70 and 74 (1711) 

An appreciation of ‘‘Chevy Chase” in ter s of heroic 
poetry 

A Collection of Old Ballads (1723-25) 

Valuable prefaces and introductions 
Bishop Tho as Percy, Rehques of Ancient English Poetry 

(1765) 

Significant preface, introductions and critical essays, par- 
ticularly the “ Essay on the Anaent Mmstrels ” 

Joseph Ritson, Ancient Songs and Ballads (1790) 

Includes “Observations on the Mmstrels” and “Disser- 
tation o Ancient Songs and Music” 

Joseph Ritson, Rohm Hood (i79S) 

Critical and biographical mtroduction Misleadin 
Walter Scott, Minstrelsy of the Scottish Border 3 vols 
(1802-03) 

Critical notes and introductions, also the “Essay on the 
I itation of Popular Poetry” 

Willia Motherwell, Minstrelsy Ancient and Modern (1827) 
Hales and Furnivall, Bishop Percy's Folio Manuscript 3 
vols and supple ent (1867-68) 

* Wherever practicable the list of Critical Discussions will be 
divided into two parts, the firft tracing the history of critical 
opinion, the second confined to the present day 
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II 

Francis James Child, Article on " Ballad Poetry ” in Umversal 
Cyclopedia (1892, — revised from earlier edition) 

F B Gummere, The Beginnings of Poetry The Macmillan 
Co, 1901 

F B Gummere, The Popular Ballad (Types of English Litera- 
ture) Houghton Mifflin Co , 1907 
F B Gummere, Chapter on “ Ballads ** m Cambridge History 
of English Literature, Vol II (1908) 

Walter M Hart, Ballad and Epic (Harvard Studies and 
Notes, Yol XI) Ginn & Co, 1907 
Andrew Lang, Article on *‘The Ballad’* in Encyclopedia 
Bntanmca (1910) 

Andrew Lang, Sir Walter Scott and the Border Minstrelsy 
Longmans, Green & Co, 1910 

T F Henderson, The Ballad in Literature (Cambridge 
Manuals) Cambridge University Press, 1912 
Frank E Bryant, A History of English Balladry Richard G 
Badger, 1913 

J C H R Steenstrup, The Medieval Popular Ballad Trans- 
lated from the Danish by E G Cox Gmn & Co , 1914 
Frank Sidgwick, The Ballad (The Art and Craft of Letters) 
Doran & Co, 1915 



Ill 


THE LYRIC 
History 

The Greeks were accustomed to divide their song into 
two great classes ehc or lync poetry, which was the 
expression of an individual singer's emo- 
Origi al tion, to the accompaniment of the lyre, 
1 ific c and choric poetry, which represented 
some stron communal feeling and was 
composed for choral singing, supplemented by mstru- 
ental harmony and possibly appropriate dance-mover 
ents.i/ Out of the first of these have been evolved our 
odem conceptions, none too distmct, of lyric quality 
and lync form in verse, — conceptions in which the original 
significance of the word “ lync ” has been lost completely 
In the process the second or choric class has beej|, found 
to have all the essential qualities of the first, and the 
entirely superficial distinction between one smger and 
homogeneous chorus has been broken down 
A good Greek lync had m it all the possibilities of later 

Greek Lvric ^developments, as appears fro examma- 
^ tion of — for example — a song of Sappho. 

“Blest as the i ortal gods is he. 

The youth whose eyes may look on thee. 

Whose ears thy tongue’s sweet elody 
May still devour 

Thou s ilest too^ — sweet smile, whose char 
Has struck y soul with wild alar , 

And, when I see thecj. bids disar 
Each vital power 

38 
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Speechless I gaze the flame within 
Runs swift o’er all my quivering skin. 

My eyeballs swim, with dizzy dm 
My brain reels round. 

And cold drops fall, and tremblin s frail 
Seize e?very limb , and grassy pale 
I grow, and then— together fail 
Both sight and sound ” ^ 

This is clearly the expression of an e otion rising in 
the heart of the singer, yet common to hosts of lovers 
who lack the power of phrasing it In this case viy^jd- 
ness il secured by aid of the imagination, hut there is 
comparative simplicity of thought, and the brevity of the 
poem permits distinct unity of i pression Even m trans- 
lation it IS apparent that words and music were intended 
to supplement and balance each other The poe was 
written to be sung, though the poet's work was done first 
*In the process of evolution several things have hap-' 
pened The subjective, introspective ele ent has been 
greatly intensified, so as often to lift the 
Incre sed lyric entirely out of popular comprehen- 
ubjectivity sion and limit its appreciation to the elect 
Su^ectivity, indeed, has become the chief ^ 
lyrip characte^sric Imagination has at times ade over- 
free with lyric verse, and is expected to be at all times 
present Unit y of i mpression has been maintained, even 
m longer and more complex lync forms, such as the ode^ 
The balance of words and music, however, has come to, 
be well-nigh disregarded, except m a few conspicuous in- 
stances, such as the best hymns In some cases lyrics 
have developed such abstruseness or complexity of 
thought that their message cannot be conveyed in song 
to the ordinary ear We are surprised, for exa pie, to 

" A translation by John H Menvale, 1833 The ongmal is re- 
arded is not quite co plete 
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learn that certain contemplative Elizabethan sonnets had 
musical settings ^Another type of lyric has undertaken 
to dispense with the complement of music 
Less Depend- by making the verses themselves musical 
ence o in effect, by striving after the verbal 

usic melodies that seem, as we often say, to 

sing themselves This tendency in lyric 
poetry was first prominent m the Elizabethan period, 
when the love of melody fairly outran the possibilities 
of musical composition It prevailed again at vanous 
stages of the Romantic Movement, from Shelley and 
Keats to Swinburne | InOeed it has perennial support 
m the well-known fondness of romanticists for a fusion 
of the arts, against which critics are constantly contend- 
ing^ Today we rather expect good lyric to abound i 
this verbal melody, as do the shorter poems of Yeats and 
Masefield and Noyes, but the songs we really sing rarely 
occur to us as lyrics at all, even when announced as such 
on the bills of our musical comedies ^ 

The printing press, undoubtedly, has played havoc with ' 
our conceptions of lyric poetry To pass from the notion 
of poetry that is sung to that of poetry 
Poetry i recited is one thing, to pass on to the 
Pri t notion of poetry erely conned fro the 

printed page is quite another In this 
way has arisen uch of the insistence on the poet's sub- 
jectivity, on the pn e value of his mood or message, and 
the corresponding e ptmess of ere for In this^ 
way poets have felt ever greater need for forcing sheer 
beauty of sound upon the reader's attention In this way 
too has come the increasing disregard for poetry amon 
the thinking, readin people, who naturally enough fail to 

‘ E g, the German critic Lessing, in his Laokoon, 1766, and 
Irvin abbitt, The New Laokoon, 1910 
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get the thrill they demand from lines of varying length, 
each beginning with a capital letter Yet these same 
people demand no thrills from a page of printed usic 
and never condemn a song unsung 
Lyric poetry came to the Anglo-Saxons as a part of 
their Germanic birthright Yet dunng the Anglo-Saxon 
period we hear much more about their 
A lo- axo lyrics than we hear {?/ them Such poems 
Lyric as have been preserved indicate that indi- 

viduals gave expression in this form 
chiefly to the gloom and resignation to fate that marked the 
race The poems are uniformly elegiac, — ^laments real and 
imaginary The dramatic device of an imaginary suf- 
ferer IS also characteristic of Anglo-Saxon lyric, leavin 
the problem of personal revelation sometimes as difficult 
as in Elizabethan sonnet sequences*/ Again, little of the 
\erse is purely emotional, being taken up largely with 
narrative, description, or moralizing Probably the best 
lyric of the period is Deor^s Lament, the complaint of 
the scop or minstrel, whose beloved master has deposed 
him^^r'a rival The original poem is m the usual 
four-stressed alliterative lines of Anglo-Saxon verse^ It 
approximates, however, a stanzaic arrange ent with an 
effective refrain The last of these stanzas, as translated 
by Professor Gu mere, follows . 

“To say of yself the story now, 

I was singer erewbile to sons-of-Heoden, 
dear to my master Deor my name 
Long were the winters y lord was kind, 

I was happy with clans en , till Heorrenda no 
by grace of his lays has gamed the land 
hich the haven-of-heroes erewhile gave e 
That he sur ounted so this may I ^ 


The Oldest English Epic, p 178 
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The first outside influence upon early English song 
ramp, probably from Latin hymns of the Christian church 
These hymns were as much inclined to 
Lati a d lamentation as the Anglo-Saxon poems, 
French but in the way of form had much to offer, 

Influe ces - — ^verse-harmonies, end-rhyme, and regu- 

lar metrical structure ' They became , 
popular in England, as did Latin dnnking songs fiom 
the continent somewhat later After the Norman Con- 
quest England was soon full of song, song that was 
facile and beautiful and nch in colonng, but it was all 
in French Nearly two centuries were required for 
the English language to come into its own again, but 
. when It did, it was quick to appropriate much that was 
good from this foreign verse-music still echoing over 
woodland and moor 

•* To this time belong what are usually regarded as the 
first love-lyric and the first spring song in the English 
tongue, — the “ Blow, northern wind 
arly and “ Sumer is icuioen m ” These two 

pecune s motives are combined in the somewhat 
more elaborate “Alysoun,” preserved 
with “ Blow, northern wind " in a manuscript anthology 
of about 1310 

“Bytuene Mersh and Averil, 

When spray bigmneth to springe. 

The Intel foul hath hire wyl 
On hyre lud to synge 
Ich hbbe in love longinge 
For semlokest of alle thinge 
He may me blisse brmge, 

Icham in hire baundoun 
An hendy hap ichabbe yhent, 

Ichot from hevene it is me sent. 

From alle wymmen mi love is lent 
And lyht on Alysoun ’’ 
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Of the one hundred and seventeen poems in this manu- 
script there are about forty in English, showing consider- 
able native freshness under the formative influences of 
France 

The fourteenth century brings the contrasting figures 
of Lawrence Minot and Geoffrey Chaucer, the first nar- 
row in his vision, native English in his 
inot a d literary impulses, and strongly partisan in ' 
Chaucer his sympathies , the second liberal m his 

views and thoroughly eclectic m his liter- 
ary relationships The twelve battle-songs of Minot that 
are preserved to us celebrate English victory in rough 
and simple meter suggestive of the popular narrative bal- 
lads of those and later days ^ Chaucer, while not primanly 
a lyric poet, affords the student first-rate models in Eng- 
lish of various metrical forms then popular m France, 
particularly the ballade and roundel ^ That he was amply 
able to vitalize these foreign forms and make them his 
own, is shown by the poetic dignity of his “ Flee fro the 
presse,*’ and the genuine delight in nature expressed in 
the roundel sung by the birds in the Parlement of Foules 

Npw welcom so er, with thy sonne softe, 

That hast this wmtres weders over-shake. 

And driven awey the longe nightes blake ** 

Current folk-song finds no place in Chaucer^s own com- 
positions , he was essentially a poet of the court ^ But 
in the detailed account of his pilgrims 
Only Fre ch en route to Canterbury there is abun- 
For dant evidence of the prevalence of such 

amusement Who does not know the 
yellow-hair^^jl^gjjt^^ 


Parj^paer, who sang 
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and the pimply Summoner who m deep tones “bore to 
him a stitf biirdoun The surpnsing thing is not that 
Chaucer wrote no folk-song, but rather that with so much 
knowledge of the new poetry of Italy, perhaps even a 
personal acquaintance with his “master Petraich,” as he 
calls him, his only employment of Italian lyric is in a 
paraphrase of one sonnet of Petrarch in the midst of 
Troilus and Cressida 

All these preliminaries have brought us only to the 
threshold of a genuinely lyric England French trouba- 
dour forms never took firm root fa Eng- 
The Itaha lish soil, and withered and died with 
Traditio Chaucer’s unmspired imitators The im- 

portant contnbution of these French 
forms to English poetry was an mdirect one Even be- 
fore their influence manifested itself m Chaucer’s lyrics, 
they had crossed the Alps into Italy and attracted the 
attention of poets there Certain Italian verse-forms, 
notably the sonnet and the strambotto, seem to be in- 
debted to models furnished by the troubadours, not only 
in general plan, but in the refinements and imagery with 
which they were conceived •' 

It IS customary to date the beginning of Jlenaissance 
lync from the Italian poet Petrarch, and to recognize 
Petrarch as the creator and master of the 
Petrarch a d sonnet This exquisite verse umt of 
the o et fourteen lines lends itself so completely 
to degrees and shades of emotion that it 
can no longer be considered the possession of one nation 
or tongue In the fourteenth and fifteenth centuries, how- 
ever, the sonnet grew and thrived in Italy alone, under 
the influence of Petrarch’s senes or seqrrace of sonnets 
to his lady Laura Before the^^yg jg i^^tjt ^nded into 
other countries, inu>g(({jjJ[j,a^ 'vy and 
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greater artificiality and e:itravagance until a group of 
purists ” had arisen m reaction against these extremes 
Thus foreign nations adopting the sonnet form were at 
liberty to choose how far they would deviate from the 
PetrarChian model in the light of Italy's own experimenta- 
tion 

It was some time after 1500 before first France and 
then England took up the fashion of sonnets in the man- 
ner of the Italians Indeed England to 
Wyatt a d some degree learned the fashion from 
urrey French poets and continued to follow 

their immediate examples Thomas 
Wyatt and Henry Howard, Earl of Surrey, who first 
seriously attempted transplanting the sonnet into the 
English court, had been impressed with the interest 
French court poets were taking just then in Italian verse 
as a means of refining their own language and giving it 
ease and grace and fluency The English language was 
needing these qualities still more So Wyatt and Surrey, 
fresh from the actual life of French and Italian courts, 
each in turn tried writing sonnets and other Italian forms 
in English words 

The historical value of the result is far out of propor- 
tion to the actual poetic value The popularity of these 
poems, circulated for years in manuscript 
Their or finally prmted in ToUeVs Mucellany, 

I flue ce 1559, can be accounted for only by the 
dearth of genuine poetic conceptions and 
the harmonious phrasing of them at the accession of 
Queen Elizabeth The immediate successors of Wyatt 
and Surrey attempted to follow in their footsteps, but 
added nothing to the growth of the English lyric 
^^The actual lyric outburst of Elizabethan England may 
be traced to a small coterie di brilliant young men, ex- 
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perimentmg in 1579 with the possibilities of English as 
a medium of poetic expression They first tried to sub- 
jugate it to the old quantitative methods 
idney ad of Greek and Latin verse One of them, 
His :!^ie ds Philip Sidney, has left numerous o'f these 
classic experiments scattered through Ins 
prose romance, the Arcadia But like various reform- 
ers in the English Renaissance, these men theorued 
about classic models and in actual practice turned to more 
1 mediate Italian ones Sidney’s sonnet-sequence, As- 
trophel and Stella, deservedly set the fashion of Eliza- 
bethan sonnets Edmund Spenser, another young man 
of the group, survived Sidney and made a rich and 
sincere contribution to the vogue with his Amoretti son- 
nets Samuel Daniel, another friend of Sidney, paid 
tnbute to Sidney’s sister, the Countess of Pembroke, in 
a senes of sonnets to Delia Shakespeare alone ranks 
with Sidney in the skill with which he attained the effect 
of sincerity m expressing passions that may have been 
real or have been only well imagined 
Some consideration of Astrophel and Stella will serve 
to illustrate the essential features of Elizabethan sonnets 
in sequence This series is concerned 
“ Astrophel with a delayed and unsuccessful wooing, 
d tella ” which despite its apparent failure repre- 
sents a spiritual victory for both parties 
Astrophel (Sidney) is portrayed as betrothed in youth to 
Stella (Penelope Devereux) with little affection on either 
side until the atch is broken off and she becomes the 
wife of Lord Rich Then begms Astrophel’s protesta- 
tion and soliciting of favors from Stella, which apparently 
she would be glad to grant if she could do so with honor 
Her virtue is triu phant over his desire, however, and 
he achieves only a solitary kiss, after which their rela- 
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tions are completely severed The actual steps in this 
uneventful experience are indicated in perhaps a dozen 
sonnets and a few of the songs accompanying the collec- 
tion Sonnet XXXIII is the most illuminating of all. 

» 

**l might ’—unhappy word— O me, I might, 

And then would not, or could not, see my bliss. 

Till now wrapt in a most mfernal night, 

I find how heav’nly day, wretch’ I did miss 
Heart, rent thyself, thou dost thyself but right , 

No lovely Pans made thy Helen his 
No force, no fraud robbed thee of thy delight. 

Nor Fortune of thy fortune author is , 

But to myself myself did give the blow. 

While too much wit, forsooth, so troubled me. 

That 1 respects for both our sakes must show 
And yet could not, by rising morn foresee 
How fair a day was near O punish’d eyes, 

That I had been more foolish, or more wise ’ ” 

There are a number of sonnets based on slight experi- 
ences that are only incidental to the plof* — Stella appeared 
walking without a sunshade (XXII) , 
The es Sidney's friends expressed wonder at his 

a d Devices abstraction (XXVII) , he won one 
tournament (XLI) and retired inglori- 
ously from another (LIII) A still greater number at- 
tempt the expression of a mood or develop a more or less 
fantastic idea, from punning on Lord Rich's name — 

"But that rich fool, who by blind fortune’s lot 
The richest gem of love and life enjoys, 

And can with foul abuse such beauties blot, 

Let him, depriv’d of sweet but unfelt joys, 

Exil’d for aye from those high treasures which 
He knows not, grow in only folly Rich ’ ” (XXIV) 

to all the strained and artificial images that have always 
tempted sonneteers 
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** The windows now, through which this heavenly guest 
Looks over the world, and can find nothing such, 

Which dare claim from those lights the name of best, 

Of touch they are, that without touch do touch, 

Which Cupid^s self, from Beauty’s mine did draw 
Of touch they are, and poor I am their straw ” (IX) ‘ 

The most emotional of these little poems take occa- 
sion to analyze and quibble over their passions, while 
the larger part of the series would be 
I tncacy classed as intellectual exercises in verse 
of Thou ht rather than as frank outbursts of simple 
feeling- This is illustrated by Sidney's 
frequent analysis of the conflict of Virtue and Desire, 
in their relations to Reason ^ The ordinary Elizabethan, 
familiar enough with the idiomatic speech of his day, 
ust have found many of the lines packed with thought 
and difficult to follow Even though we know that vari- 
ous sonnets of the period had musical settings, we feel 
assured that typical Elizabethan sonnets were for the 
artist of fine phrases in the drawing-room, not for the 
singer m the market place v 
Most of the stock features of the sonnet-sequence may 
be found in Astrophel and Stella There are frequent in- 
dications of imitative work, even includ- 
Co ve tio al mg the assurances of originality 

Feat res ,,, i « 

la no pickpurse of another s wit, 

asserts Sidney at several times There 
is the insistence that this is genuine passion, — z. point 
that only outside evidence can determine v There is 
the organization of material after the anner of 

* Poets were fond of describing the head, and indeed the entire 
body, as a castle, the dwelling place of the soul The eyes were 
the windows, the teeth the warders of the gate, etc Cf Spenser’s 
“ House of Alma ” in the Faer]^e Queene, Book II, Canto IX, and 
Fhineas Fletcher’s Purple Island The word “ touch ” above is 
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classic tragedy, — ^hope rising by degrees to a climax only 
to sink into despair or spiritual victory over the baser 
self The verse is the customary iambic pentameter, with 
only an occasional sonnet built of Alexandrine lines 
The fourteen lines do not usually divide into the octave 
and sestette of Italian and many French sonnets, but 
follow the English method of three quatrains and a final 
couplet, the latter frequently involving surpnse or epi- 
grammatic sting 

These Italianate sonnets, though produced in legions 
fro Totter s Miscellany (1559) until about 1610, had to 
contend for popular favor with lighter 
lizabetha and less circumscnbed lyric forms Both 
o m form and in content these latter were 

better adapted to musical settings and 
had thus a twofold appeal to the music-lovmg public 
“ Songs and sonnets ” had been the composite title of the 
first edition of TotteVs Miscellany, the songs preserved 
with Astrophel and Stella brighten and clarify the whole 
progress of that sequence, the sweet music that ripples 
through the plays of Shakespeare has brought hi closer 
to us than the mystery of the false friend and the woman 
colored ill celebrated in his sonnets Indeed the lyric 
qualities we are inclined to recognize as distinctively 
Elizabethan are almost always found in songs 

Elizabethan soiigs were of three general classes the 
s iiqple fflelqd v. as illustrated in popular music of the day, 
such as the ballads set to tunes, the^jJjqjiLJ^ah^ 
highly regarded by the best musicians , 
and the ‘^airs,’^ developed later, and brought to perfec- 

first used for a species of black marble representing Stella's 
black eyes that afFect those they behold without actual contact 
They are later spoken of as touckiwood, or fine kmdling used 
with straw in building fires— here the fire of love. 
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tion by Thomas Campion The madrigal had grown up 
abroad in an attempt to adapt secular themes to a certam 
system of church music This involved 
Melodies, several voices, often as many as four or 
Madri als, five, not harmonized m one prevailing 
and Airs melody but taking up the theme one 
after another, in the method of the old- - 
time part-song or “ round Most of us, at one time or an- 

other, have helped perform “ Three Blind Mice ” or “ The 
Animal Fair” after this manner Italian lyrics of six, 
eight, or ten lines were arranged for such rendition, and 
at first were translated syllable for syllable mto English 
form Later, English poets found this a perfect medium 
for the little verse epigrams Wyatt had taught them to 
compose, and cultivated the form vigorously ‘ We know it 
best' hr Shakespeare’s “Take, O take those lips away,” 
or “ Hark, hark, the lark ” 

The “ air ” was usually a group of stanzas to repeat a 
melody, harmony being obtained from other Voices or 
from one or more musical instruments 
Airs It was so closely related to folk-song that 

the ost expert musiaans were slow in accepting 

Popular it> The development of the lute and 

other instruments forced the vogue upon 
them, and after 1600 these airs of three or more stanzas 
soon supplanted madrigals in the song books that were ap- 
pearing so frequently Campion, who represents Eliza- 
bethan song-wnting at its best, was as much usiaan 
as poet, and in many instances was particularly happy in 
producing songs that read as well today as they sang well 
on the lips of his contemporaries j The themes of these 
songs varied with the tastes of their composers, but by 
the time of Campion the prevailing themes of all English 
lyric were shiftmg so ewhat to correspond with the 



decline of Petrarchian sonnets and the coming of a fresh 
classical impulse In matters of this sort refined distinc- 
tions are unsafe The qualities we may select as classical, 
or Anacreontic, or whatever name we give them, may 
appear in poetry that is entirely Italian or French m its 
ongin There are pagans, as well as Puntans, about us 
-today But there is something in Renaissance verse of 
the sixteenth century that seems to separate it from Pe- 
trarch and his more immediate followers, and to class it 
with the poetry of Catullus and Horace and the verse that 
these Elizabethans attributed to the Greek poet Anacreon 
Then, soon after 1600, appeared certain poets like Ben 
Jonson and Hernck, avowed imitators of the classical 
authors, and they produced lyrics -with these same quali- 
ties of mood and theme 

These Greek and Latin poets, like Petrarch, sang of 
lqye> but they preferred to dwell upon the present delights 
of love and the visible, almost tangible 
Classical charms of their ladies* " Carpe dtem 

Art-L3rrics igttur/" the famous dictum of Horace, 

taught many a poet of the Renaissance to 
urge present delights because beauty is short-lived aD4 
ugly death not far away '^W omen, wine, and flowers, the 
contemplation of beautiful, delicate, and graceful things 
and experiences, perfect harmony of sense impressions 
perfectly phrased — all these are m that self-conscious 
Greek and Latm lync, polished till it shows no mark of 
the tools and seems spontaneous,. The poems are little 
bits of genre pamting in words, cross-sections of life, 
caught at its beautiful moments for the thnil of artistic 
satisfaction they may afford/ 

F pglifiTi poets of Elizabeth’s day had caught the glow 
and fervor of these ancient nmdels from time to ti e 
Tj^e seventeenth century, minus the youthful enthusias 
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of the previous generation, did two things Sometimes 
it took the imaginative excesses of that generation and 
forced them into bold and unmeaning 
The extravagance At others it elevated 

Seventee th the themes of this classical poetry to the 
Ce tury highest level of artistic verse-form The 

first method is illustrated by men like 
Cowley and Crashaw, to whom the conceits or vagaries 
of thought and expression become ends in them- 
selves The results of the new movement toward jGreek 
and Latin models need no comment for the multitudes 
who know Jonson’s Drink to me only with thine eyes 
or Herrick’s ** Gather ye rosebuds ” and his “ Daffodils ” 
In the gamut between extravagance and elegance, men 
composed much verse in this century, except during the 
period of the Civil Wars Most of it was 
Couplets nd the work of courtiers, who attained un- 
Pindarics ” usual facility in poetic numbers ^ Shortly 
before the Restoration of 1660, certain 
poets — ^notably Denham and Waller — refined ” English 
poetry by the introduction of the heroic couplet, which 
by Its influence soon crowded less regular and more in- 
volved forms into obscurity and helped to make the 
eighteenth a c^ury barren of lyric Not entirely bar- 
ren, however toThe poet Cowley, with considerable ver- 
satility, had brought to England some knowledge of the 
Pindaric ode, the varied and elaborate choral composi- 
tion with dance accompaniment that had once celebrated 
victory in the Grecian games The Italian poet Chiabrera 
had been imitating this form abroad, and Cowley at- 
tempted the same thing in English He was successful 
enough to attract a following. The Pindaric ode came 
to be the only exception to the general rule of absolute 
regularity in verse Many people assumed that irregu- 
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larity, then, was the chief requirement of the Tindanc 
type Really capable poets, like Dryden before 1700 and 
Gray and Collins afterward, produced great odes, full of 
dignity of conception and power of execution Crowds 
of inferior rhymesters ground out what they called “ Pin- 
dancs,” full of broken lines and artificial phrasings, and 
as regards emotion signifying nothing 

The early eighteenth century was, for various reasons, 
not a lyric penod Life centered in the aty and was 
valued there not for the romantic possi- 
Ei ht th bilities that later poets and story-tellers 
Century have discovered, but for its material com- 

“Reaso able- forts, its fellowship and interchange of 
ess ” opinions, its emphasis on rules and 

fashions in matters of taste Reason- 
ableness and restraint took the place of vigorous emotion, 
which was under a cloud since the Puritan outburst 
Science, politics, and the philosophy of religion stifled 
imagination in English minds - Self-consciousness 
brought ridicule into literature with renewed power, to 
deride individuality and extravagance by way of bur- 
lesque and comedy, formal satire and biting epigra 
Poetry came to mean the treatment of any subject, no * 
matter how dull or unimaginative, in machme-like stanzas 
or a long procession of mechanically constructed heroic 
couplets with language that was beautifully vague and 
unreal 

' Such extremes, as a rule, only prepare the way for a 
hostile reaction, which often begins by 
The imii ating the very thmgs against which 

Ro a tic the! e extremes reacted > The reasonable- 

e ctio nesS of the eighteenth century scorned 

and Ignored the imaginative exuberance 
of medieval France and Elizabethan England, and was 
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much concerned with the problem of “methodizing” 
Nature The “ Romantic Revival ” that followed was 
initiated by a revival of interest in a “ middle age ” that 
was vaguely regarded as reaching somewhere from the 
dawn of Chnstianity to the days of Cromwell, and a 
worshipful return to primal Nature untouched by the 
hand of man "W^th the Romantic Revival came imagina- 
■tion and deep, genuine emotion, and with these came 
lyQP^^petiy once mor^ 

There is no place h. 4 re to linger on attractive transition 
figures, who combine much of the old spirit with 'Varying 
degrees of the new Thompson, Shen- 
Transitio stone. Gray, Colhns, Blake, — ^all are in- 
Fi ures — teresting and repay the general reader as 

urns well as the literary historian Even a 

material-minded public cannot entirely 
forget Gray's “ E legy” nr “ How sleep the brave ” Robert 
Bums IS peculiarly significant in a study like this For 
one thing, he is so widely known and so easy to appreci- 
ate For another, it is through him that Scottish folk- 
song, kept alive and beautiful through so many years of 
obscurity, emerged once more to teach all England how to 
smg Better still, we may find in him another of those 
rare song-poets m whose bram words fit themselves over 
and over again to the lilt of a tune unUl at last the perfect 
phrase is found for what the melody has already been 
able to utter. The poetic result is no longer the rude 
doggerel previously sung to these old airs, nor is it laden 
and enriched with imagery and conceit no vocal rendering 
can ake eflFective 

Bums died in 1796, just as day was breakmg upon 
modem lync poetry Two years later appeared the 
collection of Lyncal Ballads, containing Coleridge’s 
“ Ancient Manner, ” and 'nineteen poems Wordsworth. 
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In 1796, too, Scott published his translations of Burger, 
and by 1805 inaugurated his series of verse romances 
with The Lay of the Last Minstrel 
The Byron in 1807 printed his collection of 

Larger juvenile poems. Hours of Idleness, at 

Freedo the same time that Keats and Shelley, in 

cottage and castle, were maturing toward 
the privileges of man’s estate The poetic output of this 
marvelously gifted group, diverse as it was in many 
particulars, was to have one great dominating fact, 
the effort after a larger freedom The hackneyed themes 
and trite imagery of three generations, the tawdry para- 
phrases of expression, the endless tramp of precise and 
monotonous couplets, these things had had their day and 
should enslave men no more^ The Revolution in France, 
whatever its material success, had set Englishmen think- 
ing and saying things they had hardly dared to approach 
before There would always be conservatives, in let- 
ters as in politics But for the time being, English poets 
were to be emphatically liberal 
Walter Scott in the lyric of his battle songs and 
coronachs, as well as in his extensive narrative verse, 
loosed the imagination among the 
Freedo of achievements of the legendary heroes of 
I i atio the Scottish clans , Coleridge, also treat- 
ing narrative material lyrically, sought 
imaginative courses over uncharted seas traversed by 
ghostly barks, or along the banks of sacred Oriental 
rivers decked with royal pleasure-domes Scott awakened 
thrills of patriotism, but Wordsworth, with the simpler 
mindedt ^s of an ancient mystic, taught men to open their 
%es an9^ee"into the very heart^f nature, where 
God In the Lyncal Ballads, he was aTready reminding’ 
men — 
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“ Of something far more deeply interfused, 

Whose dwelling is the light of setting suns. 

And the round ocean and the living air, 

And the blue sky, and in the mind of man 

A motion and a spirit, that impels 

All thinking things, all objects of all thought. 

And rolls through all things” 

The second group made of their liberties the pror 
gramme of a crusade The times were out of joint, con- 
duct and thought were in bondage to 
Freedo outworn traditions, life as men lived it 

as Gospel was far from being worth while ^ More- 

over, the public, governed by conserva- 
tive critics, failed — ^as no doubt it did — ^to appreciate 
young and protesting genius Young Germany was busily 
breaking its outworn shackles Why should not England 
do likewise^ Hence Byron, passionately fond of beauty 
and reveling to surfeit in the pleasure of sense-impres- 
sions, lamented the futility of life and managed to place 
something misanthropic in almost every poem Shelley 
began his protests in college, and left academic halls for 
a fren^^gu-rsmt of imperfectly conceived ideals But 
in their imperfections these ideals were very beautiful, 
and the pursuit of them was a senes of beautiful adven- 
tures for which we are very grateful The spirit of his 
poetry may be described by the lyric apostrophe to Asia, 
bride of his own Prometheus : 

** La p of Earth * wherever thou movest 
Its dim shapes are dad with brightness. 

And the souls of whom thou lovest 
Walk upon the winds with lightness, 

Till they fail, as I am failing, 

Dizzy, lost, yet unbewailing ! ” 

Keats, if he can be thought of as a propagandist, 
was tlje pathetically cheerful apostle of beauty, giv- 
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ing his brief life gladly to imparting the pleasure 
that all richness of beauty gave him 
Dell ht 1 Beauty of image and of harmony, of 
eauty Attic carving, or of old romance, — ^he 

only prayed that he might be spared 
to do them justice ^ 

" \s she was wont, th’ imagination 

Into most lovely labyrinths will be gone,^ 

And they shall be accounted poet kings 
Who simply tell the ost heart-easmg things 
O may these joys be ripe before I die” 

Whatever their specific interest, these poets all had 
something to impart, to them so vital and significant that 
it intruded upon description and narra- 
Poetry d tive and made them also lyric With 
tron Scott it is the patriotism that breaks, in 

Co victio s the midst of The Lay of the Last M%n’- 
strel, into the emotional “ Breathes there 
a man with soul so dead ” “ Life of Life,” the hymn to 
Asia already mentioned, is a lyric in Shelley’s poetic 
drama, Prometheus Unbound When men hold strongV 
convictions, they easily become lync in expressing the 
no matter what literary form they have undertaken Con-' 
versely, their avowed lyric attempts are affected by the 
zeal to pass these convictions on to others, and too often 
become didactic and argumentative This is a factor m 
English romantic verse The reflection that concludes 
Wordsworth’s best lyrics is likely to become too coldly 
intellectual, while Byron and Shelley are constantly^ 
preaching their doctrines of liberation, however effective 
their phrasing ^ 

In any case the strongest appeal of the romantic poets 
was to the imagination, with its esemplestic ” function — 
as Colendge called it— of flashng one white beam of 
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appreciation into the very heart of a scene or situation 
and grasping the thing in its organic completeness This 
flash of genius was the common bond 
Nature between genuine critic and creative artist 

and Art Applied to Nature, the “ living garment 

of God,^' this constructive or recreative 
imagination penetrated to the very soul of the uni- 
verse, so that the creative artist who in words or colors 
brought back the message of eternity — ^the artist-cntic, 
even, who interpreted his message for a duller world — 
became a veritable prophet or priest of the Most High 
Thus Art, subordinated at first by these romanticists to 
be the handmaid of Nature, came gradually, as men 
thought their way through the mystery, to rival Nature in 
significance, and at last to outrank her For if Nature 
merely contained the divine message, writ large for 
any who possessed the key, was not he greater who pro- 
vided the key and read the message for a waiting worlds 
To all this, German writers developed a corollary that 
English poets touched very slightly Each artist-inter- 
preter reads his own message for the world from Nature 
^ and from life. They are not all the same Does not their 
chief value as messages lie in their individuality, their 
distinctness > Hence the justification of poetic fantasy 
and whimsicality, of ghosts and fairies, of Tieck's “ dop- 
pelganger and Chamisso's man who sold his shadow to 
the Devil 

With so difficult a road to travel, these English poets 
ventured to take liberties also with the vehicle in which 
they journeyed They tried all sorts of 
Freedom i experiments with the form of their verse 
Verse For s ^The sonnet, discarded by Ben Jonson and 
almost untouched since Milton, was rein- 
stated by Wordsworth fa its Miltonic dignity, made to 
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pay tnbute to this master whose “ soul was like a star, 
and dwelt apart”, and utilized again and again for 
memorable utterances Since Wordsworth, indeed, the 
sonnet form has kept its populanty consistently Tom 
Moore brought back to favor the measures of Anacreontic 
lyrics Coleridge wove beauties never dreamed of into 
the verses of old romance, Byron and Keats obtained 
distinctive effects from the Spenserian stanza, Shelley 
roamed at will among the old verse-treasures of England, 
France, and Italy, and everything he touched was new and 
beautifal Practically all these poets made use of the ode, 
both in its simpler hymn-like form — ^a mere extended 
lyric — ^and in the complicated structure of Pindaric tradi- 
tion They interpreted it delicately, with subtle varia- 
tions and refinements, but when they wished, obtained 
power and intensity from it as well The great odes 
of this penod make an impressive list Wordsworth’s 
“ Intimations of Immortality,” Colendge’s “ Ode to lie- 
jecti^xA-Shelley’s “ Ode to Liberty,” and “ Ode to the 
WStWmd,” and Keats’s “Ode to Autumn,” “Ode to 
a Nightmgale,” and “ Ode on a Greaan Um ” 

It is not enough to speak of the freedom of these men 
ip their choices of meters There is a greater freedom xd 
the way they used them < The olp 
Irre ularity Elizabethan device of verbal melody re- 
ade turned to England m this romantic 

Effective revival, resulting in line after line that 

would be precious for its music of phras- 
ing if one could not understand a word of its meanmg 
More than this, Shelley m particular began a freer manip- 
ulation of the measures themselves, of the stresses and 
pauses, brmging into verse effects more akin to music 
than ever had been achieved before - To the pedantic 
critic of words and syllables ir? his own day, Shelley’s 



6o The Typical Forms of English Literature 


lyrics must have seemed intolerable in their strained 
scansion To us, who have the benefit of a century of 
experiment with his methods, the poems are still rich in 
usical beauty The distinction is plain enough if we 
compare with the clear-cut measures of the seventeenth 
century stanzas like these 

(a) “ Swiftly walk over the western wave, 

Spirit of Night* 

Out of the misty eastern cave 
Where, all the long and lone daylight, 

Thou wovest dreams of joy and fear 
Which make thee terrible and dear, — 

Swift be thy flight*” 

(b) ‘^When the lamp is shatter'd 

The light in the dust lies dead— 

When the cloud is scatter’d 
The rainbow’s glory is shed 
When the lute is broken, 

Sweet tones are re ember’d not. 

When the lips have spoken, 

Loved accents are soon for ot” 

The activities of these English romanticists served as 
an inspiration to various Amencan poets whose lyrics are 
common property The most scholarly 
Americ figure is that of Emerson, whose devo- 

Ro ticists tion to romantic individualism and in- 
terest in Nature placed him at the head 
of a group of New England transcendentalists His 
nu erous poems sacrifice warmth and beauty to hxs in- 
tellectual leanings Whittier, a rigorously orthodox 
Quaker, is likewise a poet of Nature, but in the simple,^ 
unmannered fashion of Wordsworth, or better still of 
Cowper The verse of Edgar Allan Poe is marked by 
the ro antic melanchol;f so prominent also in his prose 
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He has a bold, almost grotesque imagination that suggests 
Coleridge or the Germans, a wealth of color and imagery 
somewhat in the manner of Keats and Shelley, and like 
the latter he is constantly awake to the musical possi- 
bilities of his haunting verses Some of his methods he 
has explained in detail in his account of the composition 
of “The Raven 

The rich flowenng of English romantic poetry brought 
no worthy frmt Song^wnting, begun so spontaneously 
^ by Bums, and earned on less successfully 

A by Tom Moore and “ Barry Cornwall,” 

U productive found no skilled artist to cultivate it 
I terval farther Revolutionary passion sank 

back again to the sympathy with want 
and suffenng that poets had been expressing a generation 
before and novelists were busily appropnating as their 
the e Thomas Hood’s “ Bridge of Sighs ” and “ Song 
of the Shirt ” are the familiar humanitarian poems of the 
penod After Shelley and Keats verse-makers became 
more cautious once more m attemptmg irregular things 
with their rhymes and measures,^ For a few years Eng- 
land was practically without notable poets, then about 
the middle of the century appeared Tennyson, the Brown- 
ings, Arnold, the Pre-Raphaelite group, and the vanous 
lesser figures that help to make the reign of Victoria 
sigmficant in letters as in material achievement 

It IS somewhat the fashion of late to ridicule Vic- 
torian England for such things as the prudery of its 
morals, the unctuousness of its sentunent, the madequacy 
of its thought on vital matters, and its smug satisfaction 
with the politely commonplace But England was not 
hurt by its morals, and it is safer to remain conservative 
and even commonplace in a period of adjustment such 
' “ The Philosophy of Composition ” 
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as that was As for sentiment, the border line between 
true and deep emotion and sentimentalism is an uncertain 
thing and critics often fix it for them- 
The selves Anyhow there is a taste for 

Victorian the sentimental in all English-speaking 

Period people, particularly the great middle 

classes At remote extremes, Gray'S 
Elegy " and modern fiction may base their popularity in 
part on an appeal to this taste 

^ The great lyric poets of the period, it must be insisted, 
were neither maudlin nor shallow They were large- 
minded, great-hearted, thoroughly m- 
Represe ta- formed They looked the varied prob- 

tive Poets lems of the day squarely m the face, and 

they drew upon all available resources of ^ 
verse to give utterance to their convictions on them ^ 
Arnold, classic m his inspirations, thoroughly Greek in 
his imagery and clear-cut verse form, found himself dis- 
turbed m his thinking and out of harmony with material 
developments about him, but assumed a tone of scholarly 
resignation Browning, dramatic, vigorous, individual,' 
found joy in the welter and strife of things, pleasure in* 
the contemplation of great characters at great moments, 1 
and assuiance of ultimate triumph of the right, so long' 
as God's m his heaven ” Mrs Browning, deeply con- 
cerned in the various phases of outside life, deeply moved 
by her own inner expenences, was equally optimistic in 
her own way Tgnnyson is probably the most compre- 
hensive and representative figure of them all He 
touched, with no feeble hand, all the great questions of 
the day He was successful in mastering all moods of 
verse but the dramatic and made many serious attempts 
at that He echoed the ^armonies of the whole honor- 
roll of English poets Eminently patriotic, he ha(Sjio 
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patience with destructive whim or revolutionary caprice, 
but celebrated an England that should go on from strength 
to strength in strict conformity to law and system In 
religious unrest, he frankly had his doubts and longed 
to know the truth, but never flinched till his mind had ear- 
ned him through to satisfying assurances 

Tennyson’s lyncs have kept their place extremely near 
to the hearts of his people Part of their secret lies in 
, their mastery of technique He began as 

The Lyrics a technician rather than a reformer, and 
of Ten yso ’ by early expenments with the pure “ art- 
lyric,” dependent upon its own mechan- 
ical beauty, equipped himself to express moods and emo- 
tions when they should come As these came he phrased 
them with the mature artist’s perfect balance of passion 
and restraint, of form and content J The lyrics scattered 
through The Princess are more than adequate to illus- 
trate these gems of verse-composition, whether we select 
one purely artistic like “ Blow, bugle, blow,” or those of 
mood and sentiment, such as “Sweet and low” or 
“Tears, idle tears” Tennyson had capacity too for 
deeper, nobler things Except for differences of form, 
“ In Memoriam ” could be called a deeply contemplative 
sonnet-sequence on gnef, portraying a progress through 
despair and gloom to the light of renewed assurance 
as defimtely as Astrophel and Stella is a drama of 
spiritual victory The “ Ode on the Death of the Duke of 
Wellington ” reveals at its best the simple majesty that 
m modem time has taken the place of earlier extrava- 
gances in the “ Pmdaric ” It is significant that at the 
recent death of Lord Kitchener all English-speaking peo- 
ple turned instinctively to this ode as the best expression 
of national bereavement 

■ ^nyson’s lync themes are vanous, and his exquisite 



64 The Typical Forms of English Literature 

phrasing of this form is of a kind with his work in all 
types of poetry’. Browning’s comparatively few lyiics 
are generally love-poems and display a 
Brownm smoothness and sweetness of tone rarely 

found in his other poetry One fea- 
ture of Browning’s art these lyric poems of his re- 
tain, — the richness of suggestion that throughout h 
verse makes it difficult for all his wealth of words to keep 
pace with his thought and feeling This quality is found, 
for instance, in “ Prospice ” and Pippa’s song, and in the 
one stanza of Parting at Morning ” , 

" Round the cape of a sudden came the sea, 

And the sun looked over the mountain's nm 
And straight was a path of gold for him, 

And the need of a world of men for e” 

Mrs Browning’s temperament naturally found ex- 
pression in lyric form, but the expression of her moods 
was frequently carried too far to be ef- 
rs. row - fective Occasionally some poem, such as 
ing — ^Arnold “ The Musical Instrument,” is developed 

directly to its natural conclusion, and 
shows her capable of gieat things* Her Sonnets from 
the Portuguese, where the unit of form kept her in 
check, are delightful poetic revelations of a love that was 
little short of worship ^ Matthew Arnold’s lyric moods 
were those of contemplation, not of passion To express 
the he had such dignified beauty of verse at his com- 
and that men come back to him after much reading and 
rejoice m his sweet reasonableness He was particularly 
successful in the dirge, the most solemn type of ode, and 
has produced in “ Thyrsis ” and “ The Scholar Gypsy ” 
two specimens that rank^mong the highest*,, 

America’s typical early Victonan is her still-pojHllar 
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Longfellow, whose versatility,.^ of int erest, and 

appeal to the general reader remind one most of Tenny- 
son He seldom shows i ntensity o f 
Lon fellow feeli ng or dept hjif thou^t , he is by no 
means the master of harmonies thaa: 
Tennyson was , he is not national in his interests, nor coni 
cerned with national problems But he portrays emo-' 
tional moods the people can understand, paints imaginative 
pictures within the scope of their fancy, possesses a 
sweetly ^facile lyric style There is genuine sentiment and 
enduring form in lyrics like ‘‘ The Day is Done,” “ The 
Bridge,” and The Psalm of Life ” 

The Pre-Raphaelites are a particularly interesting 
product of this period in England The name has no 
literary significance, but was chosen by a 
The, Pre- small group of very youthful artists to 
Raph elite express their conviction that since 
rotherhood Raphael painting had become more and 
more enslaved by rules and traditions, 
and was to be revitalized — ^which they purposed to do for 
It — ^by reverting to the ruder technique of those who 
painted at the very dawn of the Renaissance, before 
Raphael This was only a belated application of the 
Romantic revolt to painting, the last of the fine arts to 
feel Its effects It was based once more on an attempt to 
revive the medieval, but an attempt this time made with 
a rare richness of pictorial imagination and a naive but 
keen sense of artistic values ^ It hrppened that one of the 
members of this group, Dante Gabriel Rossetti, had poetic 
talents at least equal to his abilities in color A little 
later William Morris brought to the circle of friendship 
a more productive pen , The romantic spirit is always 
prone to break down barriers between the arts Hence 
f roij| 4 fchis Pre-Raphaelite Brotherhood came a close afBlia- 
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tion of art and song, — ^paintings that illustrated poems, 
and verses that described in terms of painted canvas A 
painting in the frame and an appropriate sonnet inscribed 
upon It, that was Rossetti’s programme 
Rossetti brought back from the Middle Ages all the 
beauty and color Keats had found there, but he experi- 
enced from this a sensuous pleasure 
RossettL equal td that of Shelley Other things 
he found there too a passion for the 
heaping up of detail, a love of symbolism, — ^the blessed 
damozel ” 


had three lilies m her hand, 

*‘And the stars in her hair were seven,*' — 

the absorption and unworldliness of a mystic, even an 
appreciation of the possibilities of old-time verse devices, 
such as the refrain in The White Ship ” and '' Sister 
Helen ” Next to The Blessed Damozel ” he is known 
best in lyric for his sonnet-sequence, The House of Life 
This IS a composite performance, some sonnets written 
early in life, others late, — some indeed buried for years 
in his wife’s coffin, — and the whole arranged finally in 
an organic unity The sonnets are jewels of verse, fit 
memorials — as he wished them to be— of dead death- 
less hours ” Like his art, they anticipate the present time 
in their truth to life and Nature as the artist saw it, which 
is for him truth enough For many readers they are over- 
sensuous and dwell too much on long throats, full lips, 
and veils of golden hair Since their day, however, this 
type of verse has never ceased to be 

Of all the friends of Rossetti, the one whose area of in- 
fluence was widest was William Morris ^ He was anotherj 
apostle of beauty to ai^ all too sordid world, his chief* 
desire being to bring the beauty of medieval architditure \ 
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and decoration into the everyday surroundings of the 
nineteenth century His reverence for the Middle Ages 
seen with an artist’s pictonal imagination 
Willia led him also to produce much nch and 

Moms harmonious verse and prose, marred 

somewhat by the medieval fault of effu- 
siveness As a result he has given us few good lync 
poems But his long narrative pieces, and particularly 
the shorter accounts of great dramatic moments, are 
nch in, coloring and abound in suggestions of tense 
emotions He also made capital out of ballad refrains, 
which by this time were frequently expanded so much 
as to lose their effectiveness . 

The best exemplification of this ideal of “ life as seen 
through the artist’s eyes ” is found in the work of Swin- 
burne His early associations were with 
wi bur e the Pre-Raphaelites, and with them he 
indulged to the full a vividly pictorial 
imagina tion and a fondness for suggestions from the 
remote Middle Ages Like Rossetti, he reveled in de- 
tails of sensuous gratification, including long throats 
and lips for kissing Like him, too, he had a hmited 
range of subjects and images and tended toward sym- 
bohsm in his treatment of these His greatness is in 
none of these thin gs He was not content that poetry and 
painting should play complementary parts in his verse, 
from the first line of the first chorus m his early Aialanta 
i Calydon he adds the resources of a third of the fine 
arts— music— to produce a ovement that only Shelley 
had anticipated ^ 

“ When the hounds of spring are on winter’s traces. 

The modier of months m meadow or plain 
Fills the shadows and wind/ places 
With lisp of leaves and ripple of ram" 
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Swinburne thought and felt more deeply than the Pre- 
Raphaelites The delight of sensuous experiences grew 
upon him until even pam was an ex- 
is Ideas quisite reminiscence, to be celebrated in 
verse This beauty-worship, he came to 
see, was not consistent with Christian faith and tradi- 
tions, as the Brotherhood had tried to keep it, but was 
essentially pagan So Swinburne renounced orthodox 
faith and lamented the banished gods Then came realiza- 
tion of the emptiness of life and its pleasures, ;with no 
hope beyond except perchance a pagan underworld of 
rest, the Garden of Proserpine ” 

" Then star nor sun shall waken. 

Nor any change of light 
Nor sound of waters shaken, 

Nor any sound or sight 
Nor wintry leaves or vernal 
Nor days nor things diurnal, 

Only the sleep eternal 
In an eternal night’* 

This does not mean that Swinburne was generally de- 
spondent or pessimistic He celebrated force and hero- 
ism, loved Nature in her simple elements, particularly 
the sea, had a place in his heart for child-life and the 
English home Above all he loved his art, for which he 
did so muchv 

The last generation of English poets is both versatile 
and prolific, their product increasing in volume down to 
the present year There may be few 
Co te po- really great singers or great songs repre- 

rary Poets sented among them But in the multi- 

tude of verses scattered through English 
and American agazmes, the flood of books of verse 
pouring from the presses of both countries, there is a 
thousand times more of pleasure and thrill and uplif^than 
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the casual reader ever imagines In the midst of this 
abundance it is almost as hard to distinguish dominating 
interests and tendencies as it is to point out the poems 
that will be admired at the end of the century Certain 
features have such prominence, however, that they can- 
not be Ignored, and the consideration of them will help to 
bnghten the student’s pathway if he must still be led 
reluctantly to the reading of verse 
For one thing there has been a marked leanmg toward 
the bright, clever, often epigrammatic verse of social 
* intercourse and urban life, for which we 

Vers de have borrowed the French name vers de 

oci6t6 soctHi This is easy to do moderately 

well, but its perfect grace requires a mas- 
ter hand It has flourished whenever conditions were 
npe for it and has generally been built on classic or on 
Frerfch forms Old forms like the rondeau and ballade 
have particularly marked its recent appearance Back 
in the days of Queen Anne, men like Gay and Prior were 
the leaders in verse of this kind , early in the nineteenth 
century it was mamtained in its cleverness by Thomas 
Hood, Thackeray, and Wmthrop M Praed, of late we 
have It in all degrees of senousness, fro the poignant 
emotional tone given it by William E Henley, -through 
the delicacy and facility of Austin Dobson and Andrew 
Lang; to the careless jesting of American column-writers. 
J T h^ m odels of verse-making set up by Shelley and 
Swmbume have contmued to attract a following Some 
of our contemporanes have emphasized 
Verse their richness of imagery and phrasii^, 

broidery paying tnbute at the same time to Keats 

and his master Spenser / Thus the prob- 
lem of the art-lyric is still with ns* whether such not 
and ajjandon of mental and verbal conceits can be con- 
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sistent with genuine feeling, whether, for example, pages 
of Francis Thompson can get to the heart so grippingly 
as one stanza of the Ballad of Reading Gaol ” At least 
we admit that we enjoy verbal embroideries and heaped 
sweetness within reasonable limits, and so austere a poet 
as Milton taught us the power of mere words long before 
Alfred Noyes experimented with 

‘‘Apes and ivory, skulls and roses, in junks of old Hong-Kong, 
Gliding over a sea of dreams to a haunted shore of song ” 

<r 

• A more notable tendency at present is to develop the 
musical values of verse that Shelley and Swinburne had 
discovered Sometimes this is indicated 
Verse in a happy combination of melodious 

elody phrases and tripping measures, with as- 

sonance and internal rhyme, )as in Noyes’s 
^^Song of England”: 

“There is a song of England that none shall ever sing, 

So sweet it is and fleet it is 

That none whose words are not as fleet as birds upon the win , 
And regal as her mountains 
And radiant as the fountains 
Of rainbow-colored sea-spray that every wave can fling 
Against the cliffs of England, the sturdy cliffs of England, 
Could more than seem to dream of it, 

Or catch one flying gleam of it, 

Above the seas of England that never cease to sing ** 

Other poems approximate music rather in their ti e, 
their meter being distinctly quantitative, not like classic 
verse, but with the swing of modern song | A suggestion 
of this may be found in J ohn Masefield !s familiar poe 
^^ The West Wind ”* 

“ If s a warm wind, th^ west wind) full of birds* cries , 

I never hear the west wind but tears are in my ey^^ 
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For it comes from the west lands, the old brown hills 
And April’s in the west wind, and daffodils ” 

Perhaps the most subtle verse melodies, as well as the 
most haunting imaginative suggestions, have come to our 
recent poetry from the new Irish school 
The Irish of poets, seeking to phrase in such 
Poets cadences as fall naturally from Celtic 

lips the world-old joy of their people in 
the mystic other-world of the fairy folk, the traditions of 
their story-tellers, and the patriotic longings of their race 
William 'Butler Yeats has become best known among this 
group, though it includes various other sweet singers 
In verse as m story, our age is still fond of realism, 
and this is the first time when English poets have dared 
to be as fully and frankly realistic as 
Realis they pleased Part of this verse is a 

i Verse mere ripening of the fruit of socialistic 
literature, maturing all through the nine- 
teenth century and now grown almost offensive in its 
detail of miseries Some of it is in dialect, a form that 
even Tennyson attempted with some success, and that we 
know from BdTTCick^RooM Bclldds and Songs of o, Sout^ 
dough Some associates itself with the celebration of the 
strenuous delights of sea-roving, as set forth by Kipling 
and Masefield The best of it does not stop with the de- 
tails themselves and lose itself m their sordidness, or make 
them the reason for vigorous moralizing, but finds the 
thrill or the joy or even the artistic beauty these things 
possess and dwells upon it One man looks out over a 
city stifling under the smoke from soft coal and shudders 
at the ^ime of it Another thinks through to the indus- 
try throbbing beneath, or remarks, “ How like an etching 
of Whistler 

Al<^ with this freedo in its expression, verse has 
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today a freedom in its technique that it never en- 
joyed before The tyranny of meters 
Free Verse is relaxed, not merely when there are 
song effects to be attempted, but when- 
ever the poet — or rather certain poets — please Vers 

hbre came into its own with Walt Whitman, and after 
a considerable struggle has just found a rather wide fol- 
lowing It lends itself well enough to dramatic mono- 
logue, as Browning knew some years ago, and for the 
longer verse-compositions, even those lyric in their im- 
pulses, It may be done with no little charm It^is in line 
too with certain ultra-modern and revolutionary tenden- 
cies in art Still there is abundant place in our apprecia- 
tion for poetry that has maturity and restraint, and in 
simple regular meters expresses a deep-souled message 
bearing on the vital things of life While this chapter is 
being written it is still a matter of wonder that the Great 
War has produced so few great or even adequate poems 
Perhaps the English Muse has been trained to lighter 
measures so long that she must experiment awhile with 
solemn things 

For American students the significant feature of this 
new movement in poetry is the part our own country has 
chosen to play in it Not only do the 
American regular magazines give added attention 
Verse of to verse, new periodicals, entirely for 
Today verse and the cnticism of it, have sprung 

up in all parts of the land, and there is 
no lack of poetic talent to fill all their pages Most of 
the poets and penodicals proclaim themselves as devoted 
to the new poetry," by which they mean f reedo from 

restraint and conventionality in message and in form, 
moods and visions inspired by the everyday world about 
us, but in every sense the poet's own Mr William 
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Stanley Biaithwaite is now issuing an annual Anthology 
of Magasme Verse, compiled entirely from American 
periodicals Comparison of the poems in recent issues of 
this book with the poetic product of any period m the his- 
tory of English literature will do more than anything else 
to indicate the rare versatility and vanety of the Amer- 
ican verse of today It will serve hkewise to familiarize 
students with the names of some of the large array of 
capable American poets impossible to enumerate here 

Technique of the Lyric 

While it IS not possible to go into all the vaneties and 
refinements of lyric verse, or to state in terms of a 
formula the impalpable somethin that 
I troductory distinguishes really great poetry, it is 
worth while to mdicate certain obvious 
features, which the student may expect to find throughout 
his reading After centuries of discussion the essentials 
of lyric organization are still httle known to the general 
reader Not long since, they were presented in simple, 
easily intelligible form by Professor John Erskine, in his 
book The Elizabethan Lyric ^ His statements there will 
be followed rather closely in this account 
(T-yric verse, like every other art product, is concerned 
emotipiial moods, the feelmg being arous^-d directly 
, by expenences or thoughts, or indirectly 

Transfere ce through activity of the imagination 
of Emotio s The poet who expenences this mood, in 
which he ay be unique or the represen- 
tative of a considerable group, attempts to cogvey it to his 
audience, to-g reate in them indeed-lhe identical ..fisspcn- 
pnrp- of-hr s owti lieaiti/ His medium of expression is the 


‘ ColAnbia University Press, New York, igos See Chap I 
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language of his audience, shaped into lines of more or 
less metrical regularity, whose cadences fall upon the 
ear with an effect that is pleasing in itself as well as con- 
sistent with the mood to be conveyed As already sug- 
gested, verse should at least be read aloud, if not intoned, 
to get a just appreciation of the poet’s art 

A lyric unit is the Jesuit of a si ngle emotionafimp ulse. 
and IS of necessity ^^ef, being limited to^e duration of 
effect from this single impulse A longer 
The lync, such as the ode in its various types, 

E otional may be constructed by developing a seriesi 
I pulse of emotional impulses organically related! 

to one another ^hile the lyric mood i^ 
entirely a subj ectiv e experience, the impe^^^r impulsef 
that arouses it may come entirely from thjjputSK^ as in 
Tennyson’s '' Flower in the crannied wall,” or ^ney’s 
sonnet beginning 

** Having this day my horse, my hand, my lance 
Guided so well that I obtainM the prize” 

It may on the other hand be itself a subjective thing, — 
an idea or a flash of realization brought into the mind by 
circumstances or associations having in themselves no 
value for the poet’s purposes Various familiar poems 
are initiated m this manner, Wordsworth’s sonnet, “ The j 
world is too much with us,” being an excellent exampi I 
More frequently still, the lyric impetus is probably^ a 
combination of objective and subjective, an experience 
or sense-impression plus the idea it at once arouses in the 
myid j This process may easily be observed in such a 
lync as Shakespeare’s Blow, blow, thou winter wind,” 
from As You Like It\.' 

^The lync, of course, is a peculiarly personal aiH inti- 
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mate thing, often so much so as to be obscure and unin- 
teresting to the general public So the 
ubjectivity stimulus is in most cases represented as 
coming to the poet himself For all 
practical purposes, though, it may be a community, a na- 
tion, or any unified throng, for which the poet serves as 
spokesman There is also what might be called the 
“ dramatic lyric,” in which the poet creates an imaginary 
char^ter, whose artistic expenence is developed before 
us, without any introduction of the author's personality 
at all The Elizabethans were particularly fond of this 
type of lyric, though we have an admirable example in 
Keats's La Belle Dame sans Merci 
In the normal lyric unit the course of development is as 
follows The initial impetus is first brought to the 
reader’s attention, by direct statement 
The or suggestion The immediate effect 

Co plete of this on the poet is usually emo- 

Lyric Unit tional and this emotion m turn is por- 
trayed again directly or by implication 
Then follows an intellectual re^ption, the reflective 
powers, the judgment, or the will being brought mto play 
for a time The entire expenence is then brought to a 
close with a settled conviction, a resolution, or a calmer 
and more permanent emotional state Wordsworth’s lyric 
‘‘ The Solitary Reaper ” may be taken as an illustration 
The first of the four stanzas directs attention to the pic- 
ture that has served as a sti ulus to the poet’s art 

"Behold her, single m the field 
Yon solitary Highland Lass* 

Reaping and singing by herself , 

Stop here, or gently pass* 

Alone she cuts and binds the gram. 

And sings a melancholy strain, 
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O listen * for the vale profound 
Is overflowing with the sound 

The thrill the poet received from the song is imparted 
to the reader in the second stanza, by direct assertion and 
staking comparison 

“No nightingale did ever chaunt 
More welcome notes to weary bands 
Of travellers in some shady haunt, 

Among Arabian sands 
A voice so thrilling ne'er was heard 
In spring-time from the cuckoo bird, 

Breaking the silence of the seas 
Amon the Hebrides ** 

This thrill of emotion is succeeded by an intellectual 
process, — curiosity as to the possible subject of song like 
this 


“Will no one tell me what she sings ^ — 

Perhaps the plaintive numbers flow 
For old, unhappy, far-off things, 

And battles long ago 

Or is it some ore humble lay. 

Fa iliar matter of todays 

So e natural sorrow, loss, or pain 

That has been, and ay be again ^ 

This curiosity too subsides and the poet is content with 
the emotional i pression of the solitary singer, — so e- 
thmg to carr in his heart for days to come 

“ Whate’er the theme, the maiden san 
As if her song would have no endm , 
i saw her singing at her work, 

And o’er the sickle bending, — 

I listen’d, motionless and still, 

And, as I mounted up the hill. 

The music in my heart I bore 
Long after it was heard no ore” 



The Lyric 


77 


It will be observed m this poem that the entire develop- 
ment, through sense-impression, emotion, and curiosity, 
to the conclusion, is held together by the initial impulse 
and takes its tone from this Thus it does not exceed 
the limits of one lyric unit 
This poem by Wordsworth has been a particularly 
favorable example By no means all good lyrics present 
all of these distinct elements so admirably 
The elatio fused together, and very few show them 
f P t so equally dividing* the poem [[So e 

poems are chiefly concerned with the 
initial picture, and elaborate that with such wealth of 
1 agery that they are imaginative studies and little els^ 
It is also possible to present these details so effectively as 
to imply and impart intense emotion in the mere descrip- 
tion, or to set in motion and sustain a tram of thought 
that has impressed the poet Mrs Browning’s “ A Musi- 
cal Instrument ’’ gives all but the last two stanzas to the 
initial picture, and Swinburne’s spring chorus from Ata- 
lanta %n Calydon seems at first view to be all description. 
It is as easily possible to leave the initial impetus to the 
slightest suggestion and pass directly into an expression of 
the emotion 

^he reflective or contemplative lyric may of course 
sj^ng from an outside impulse, but is very likely to be 
introduced by some striking thought that 
Co te pi - has occurred to the poet for the first 
tiv Lyrics time in this particular form The poem 
may be developed to its conclusion with- 
* out a single division that might be called purely emotional 
Yet if it is a good lync, the thoughts expressed will be 
so vital or impressive, the mood of contemplation will soi^ 
far outweigh the substance of the reverie, that the real 
1 pr^dSion from the verse unit will be upon the feelings 
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The climactic or epigrammatic effect that concludes so 
many sonnets only serves to drive such impression home 
This organic unity of development is of course not all 
of lyric Its other essential — ^the perfect expression of 
its mood within the limits of its particu- 
Poetic lar vehicle — it shares with all other 

Expressio poetry, and indeed with all art Fancy 
pours from her pictured um not only! 
thoughts that breathe,” but also “ words that burn ”[ 
Poetry makes of its subjects at least three technical re-| 
kquirements simple enough to state, but difficult enough 
jto pronounce upon Their achievement is so doubly diffi- 
cult that it serves to separate the poet fromjhe mere 
dabbler in verses, the artist from the tyro ^These are 
(i) finality of phrasing, (2) appropriateness of verse- 
form, mcluding meter and stanzaic arrangement, (3) the 
charm of verse melody 

By the first of these we mean the almost inspired 
choice of words and their fortuitous grouping into phrases 
that not only convey thought with clear- 
Phrasi ness, but illuminate and vitahze the con- 

d Meter ception in all its imaginative richness, as 
It seems that no other combination of 
words could.- Such phrasings are not necessanly of the 
strikmg, memory-passage vanety, although many of them 
hnger m our recollection like a fine fragrance That 
IS the more exquisite lync m which all portions are of 
such perfection as satisfies without callmg attention to 
itself The problem of appropnate meters is simple 
enough in its larger relations , The slow movement of! 
iambic combinations suggests serious and reflectivel 
moods, as the tnppmg anapest leads to mirth and move-j 
ment In the middle ground, however, there is an mfinitej 
vanely of efl^ects obtained by vanous substitutioCs for 
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the prevailing measure, and the appropriateness of these 
to their themes must be determined by the trained taste ^ 
The formal charm of lyric verse depends only in part 
on the metrical arrangement of single lines More sig- 
nificant IS the combination of lines — 
The tanza often of varying lengths — in recurring 
" stanzas held together by Ayme-scheme 

These stanzas are supposed to correspondto^UcCessive 
stages in the development of thought and emotion, as in 
The Splitary Reaper,” but the principle is not always 
observed For any poem that an author is moved to 
write, he has an almost infinite choice of stanzas, offering 
the most subtle variations of effect by their differences of 
rhythm and rhyme * Closely related to the more delicate 
impressions a master-craftsman may secure by his choice 
of stanza are the.^erts of vers^melody, the harmomes-:. 
a nd cadences we all f^l in verse li ke that of Shelley or 
Swinburne, bu^nd l ittle rat i onal explanat ion for' Dr 
Johnson made sport of those who would adapt sound 
to sense ‘ VSound ,” he^ikdared, camxesembfe- nothing 
but sound , and time can me as ure nothm fiLhutmotion an d 
duration ” But this objection is based on a literal sort 
of imitation that does not enter into the case at all N 
Harshness or liquid smoothness of utterance, slowness or 
rapidity of verse-movement, alliteration and unobtrusive 
internal rhyme, haunting cadences and refrains, even 
studied irregulanty, somehow get their hold upon our 
imaginations and intensify our appreciation and enjoy- 
ment of poetry ^ 


Subjects for Study 

1 The influence of the sonnets of Petrarch during the Renais- 
sance 

2 !^easons for the lyric activity of the Elizabethan period^ 

3 Relation of poetry and music in (a) Elizabethan airs 
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and madrigals, (b) the songs of Burns, (c) odern popular 
song 

4 A study of lyric themes (a) Elizabethan period, (b) ro- 
mantic period, (c) today 

5 Essentials of current vers libre 

6 Formulation of a series of lyric themes from actual initial 
impulses 

7 Exercises in composing sonnet, song, and vers de societe 
from themes m (6) 

8 Specimen of original lyric based on some essay by John 
Galsworthy 

9 Lyric based on some Pre-Raphaelite painting 

10 Lyric based on some short story of atmosphere ^ Kipling’s 
‘‘They” or Edward Everett Hale’s “The Man Witl^it a Coun- 
try ” ** 

Collections 

The Golden Treasury of the best songs and lyrical poems in the 
English language Selected and arranged with notes by Francis 
Turner Palgrave 

Originally compiled with the advice and assistance of 
Tennyson, and published in i86i Revised editions by Professor 
Palgrave in 1883, 1890, 1891 The Second Series, also edited by 
Professor Palgrave, and composed of lyrics from the second half 
of the nineteenth century, published 1897 These collections 
have not been superseded They may be had in various cheap 
editions, such as the followmg 
Macmillan Company— Popular Classics, cloth, 25 cents , Minia- 
ture Series, both parts, $i 00 each 
Dutton & Co — Everyman’s Library, cloth, 40 cents, Temple 
Classics, 45 cents , Muses’ Library, 50 cents 
Oxford University Press — ^First Series with additional poems, 
World’s Classics, cloth, 35 cents, Oxford edition, 60 cents 
Dodge Company— First and Second Series in one volume, cloth, 
75 cents, in two volumes, each, 50 cents 
Crowell k Co— Various editions, 35 cents to $200 

With the Poets A selection of choice English poetry Edited 
by Dean Frederick W Farrar Funk & Wagnalls Cloth, $100, 
paper, 25 cents 

A convenient and cheap collection, chiefly of lyric poems 
Choice of English Lyrics 

Six Centuries of English Poetry Both edited by J Baldwin 
Silver, Burdett & Co Each, cloth, 50 cents 
Adequate, well-selected anthologies, provided with ori edi- 
torial apparatus 
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The Cambridge Book of Poetry and Song Selected from Eng- 
lish and American authors, by Charlotte Fiske Bates Crowell 
& Co Cloth, 6o cents 

A miscellaneous collection, chiefly of lyrics, arranged alpha- 
betically by authors Not very convenient for class use 

Lyrical Forms m English Edited by Norman Hepple Ca - 
bridge University Press Cloth, 75 cents 

A carefully organized collection with good critical material 

English Lyric Poetry, 1500-1700 Edited with an introduction 
by Frederick I Carpenter Warwick Library Charles Scribner's 
Sons Cloth, $i 00 

Lyrical Verse Vol I, 1558-1685 Vol II, 1685-1846 Selected 
and edited^y Oswald Crawford Chapman & Hall (London) 

English Songs Edited by Edward Arber In ten volu es 
I, The Dunbar Anthology, II, Surrey and Wyatt, III, Spenser, 
IV, Shakespeare, V, Jonson, VI, Milton, VII, Dryden, VIII, 
Pope, IX, Goldsmith, X, Cowper Oxford University Press 

Sonnets Selected from English and American authors by 
Laura E Lockwood Riverside Literature Series Houghton 
Mifflin Co 

English Sonnets Edited with introduction and notes by A T 
Quiller-Couch Chapman & Hall 

The Golden Book of English Sonnets Edited by Willia 
Robertson Lippmcott Co 

A wide range of lyric specimens will be found in all the 
general anthologies of English poetry The following ay be 
noted 

The Pageant of English Poetry Compiled by R M Leon- 
ard Oxford edition, Oxford University Press Cloth, 60 cents 

Five Centuries of English Verse Edited by W Stebbmg Ox- 
ford edition, Oxford University Press Two volumes, each, 60 
cents 

The Oxford Book of English Verse Chosen and edited by 
Sir Arthur Quiller-Couch Oxford University Press Cloth, 
$200 

The Lyric Year One hundred poems, edited by Ferdinand 
Earle Mitchell Kennerley 
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Georgian Poetry, igii-igi2 
Georgian Poetry, ig 13-1^15 

Both volumes published by The Poetry Bookshop New York, 
G P Putnam’s Sons * 

Anthology of Magazine Verse Edited by William Stanley 
Braithwaite Published annually by Gomme & Marshall 

The Little Book of American Poets 
The Little Book of Modern Verse 

Both volumes edited by Jessie B Rittenhouse Houghton 
MiflBiin Co 

Some Imagist Poets (New Poetry Series ) Houghton 
Mifiim Co 

Critical Discussions ^ 

I 

Sir Philip Sidney, The Defense of Poesy 1595 (Written be- 
fore 1585 ) 

George Puttenham (^), The Arte of English Poesie 1589 
Thomas Campion, Observations on the Art of English Poesy 
1602 

Samuel Daniel, A Defence of Rhyme 1603 

Sir William Temple, Of Poetry 1690 

William Congreve, Treatise on the Pindaric Ode 1706 

Alexander Pope, Essay on Criticism 1711 

Joseph Warton, On the Genius and Writings of Pope 1756 

Edmund Burke, Essay on the Sublime and the Beautiful 1756 

Thomas Gray, Metrum 1760-61 ( ’) 

Thomas Warton, History of English Poetry 177^-7% 

Samuel Johnson, Lives of the Poets 1779-81 
V’^ilham Wordsworth, Preface to the Lyrical Ballads, second 
edition 1800 

Samuel Taylor Coleridge, Biographia Literaria 1817 
William Hazlitt, Lectures on the English Poets 1818 
Percy Bysshe Shelley, Defence of Poetry 1821 
David Masson, Essays Biographical and Critical Chiedy on 
English Poets 1856 

Matthew Arnold, Essays in Criticism 1865 

II 

Ray ond M Alden, An Introduction to Poetry New York 
(Holt & Co ), 1909 


See page 36, note 
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A C Bradley, Oxford Lectures on Poetry London and New* 
York (Macmillan), 1909 

R P Cowl, The Theory of Poetry in England London and 
INew York (Macmillan), 1914. 

F St John Corbett, A History of British Poetry London 
(Gay k Bird), 1904 

W J Courthope, A History of English Poetry 5 vols 
New York (Macmillan), 1895 

Max Eastman, The Enjoyment of Poetry New York (Scrib- 
ner’s Sons), 1913 

John Erskine, The Elizabethan Lyric New York (Columbia 
University Press), 1905 

W A -Neilson, The Essentials of Poetry Boston and New 
York (Houghton Mifflin Co ), 1912 
Sir Arthur Quiller-Couch, Poetry New York (Dutton & Co ), 

191S 

Edward B Reed, English Lyrical Poetry From its origins 
to the present time New Haven (Yale University Press), 1912 
Ernest Rhys, Lync Poetry (Channels of English Literature) 
New York (Dutton & Co ), 1913 
Felix E Schellmg, The English Lyric (Types of English 
Literature) Boston and New York (Houghton Mifflin Co), 

1913* 
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THE EPIC 
History 

As it happens, epic poetry is one of the oldest for s 
that has come down to us, both in general literature and 
m that of our own race Yet we feel 
e 1 nin s reasonably sure that before these epic- 

of Poetry structures were produced, there were 

various smaller poetic units, independ- 
ently created and later fused to form these more ex- 
tended national poems- By general agreement poems like 
the Greek Ihad and Odyssey, the Germanic Nibelungen- 
hed, and the old English Beowulf are classed as popular 
or folk-epics, for just this reason of composite origin and 
growth Their authors are either entirely unknown or 
are shadowy personages who may just as probably have 
been only amalgamaters and organizers In various in- 
stances scholars have come across poetic fragments prac- 
tically identical with portions of some recognized folk- 
epic, yet giving evidence of an earlier independent exist- 
ence, bits of such raw material, no doubt, as later went 
to make up a finished whole In studying the Little Gest 
of Robin Hood it was possible to compare this with nu- 
erous real and hypoftetical Robin Hood ballads and 
thus to observe a comparatively recent folk-epic in the 
akmg 

The Old English poem Beowulf, clearly a folk-epic 
in the process of its growth, displays a virility of^spint, 

84 
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a freedom of imagination, and a comprehensive unity 
m the character of its hero that represent rare literary 
quality Beowulf himself, nephew of 
“ eowulf ” his sovereign Hygelac, as Roland was of 
a d Its Charlemagne, gives us a high opinion of 

Hero heroic ideals among the Anglo-Saxons 

♦ He had the strength of thirty men in 

his hand-grip, the courage in youth to plunge into the 
gruesome, demon-haunted mere and in old age to stalk 
alone intj? the barrow of the fire-dragon, the unselfishness 
to nsk life for a royal neighbor in trouble or to mamtain 
a youthful pnnce on a throne he might have had hi self 
for claiming it 

'' Historically Beowulf appears to have been the doughty 
young kinsman of a Scandinavian king who made a dis- 
astrous raid on the Franks about 520 a d 
As Various details in the poem seem to refer 

Pop lar pic to this and similar natural enou h ex- 
penences,— a swimming match for in- 
stance with a certain Breca But the ain adven- 
tures of the poe , the slaying of the monster Grendel 
and his mother and the conflict with the fire-dragon, 
are not only separated by more than fifty years of 
the hero’s life, but are essentially the vague super- 
natural stuff chenshed in folk-tradition from a very early 
time Here it has been adapted to an extremely human 
and well-authenticated hero in a vivid setting of realistic 
manners and surroundings Moreover, somewhere in the 
four hundred years before our only manuscript of the 
poe was wntten, nu erous references to Christian faith 
and bible story were i ncorpo rated into what had been 
origmally pagan adventures Thus Hrothgar’s men offer 
heathen sacrifices against Grendel, a monster of “ Cain’s 
kin,” ^hd the poet apologizes 
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“ Such was their custo , sses 
Hope of the heathen hell they remembered pso 

In their mmd’s thoughts the Creator they knew not, + ’ 

Judge of their deeds” sters 

,ions 

Beowulf, on the other hand, freely acknowledges 
power and grace of Grod, but his remains are dispose clops, 
with ansrthing but Christian ceremonies 
The history of the epic form down through the^^ 
tunes IS concerned not so much with folk-epic as which 
the art-epic, the creation of a knqwi* 

The Art- according to gradually formulated seeing 
Epic and prmciples of technique imita- 

own purposes this process may tit®* go 
garded as beginning just before the Chnstian era, wiolar 
the Latin poet Virgil composed his Mneid in emulatJ^^st 
of the two Homeric poems Virgil was a serious-minde^y 
patriotic poet and a master-craftsman in verse, so thsps 
It IS well that the chances of literary history have madP 
his poem a model for all time, not only, in its essential 
features, but in many incidental matters of no real artistic' 

, importance English attempts at the epic, for example, 
have never been inspired or even affected by the Beowulf. 
But every one of them is in many respects Virgihan. 

Virgil, m composing this first significant art-epic, 
clearly set the fashion of imitation, with the Iliad and 
the Odyssey constantly before him Just 
The Methods as these were appeals to Greek national 
of Vir il pnde through the development of epi- 
sodes of the Trojan War, Virgil worked 
out the favorite Roman tradition of descent from the 
Trojans by way of a heroic refugee (iEneas) from fallen 
Ihum The Iliad was concerned with the actual conflict 
about the walls of Troy , the Odyssey with the adventures 
of the Greek pnnce Ulysses (Odpseus) in re^umin 
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mortals, all these were as direct appeals to a patriotic 
audience as they are m Europe today All this, too, is 
presented with a wealth of poetic beauty which it is im- 
possible to appreciate through the medium of translation 
It has endured the test of time, and its greatness as art 
IS not a myth but a splendid reality 

Before classic culture gave way to the obscurity of 
the early Middle Ages, there were several Latin epics 
presenting great historical e\ents accord- 
The ^ mg to the programme established by 
Greek a d Virgil Best known of these are the 
Chivalric Pharsaha of Lucan and the Thebatd of 
Ro a ces Statius Shortly after appeared the first 
of the romances, which were to supply 
the demand for long narratives of adventure until the 
epic was restored to Europe in the Renaissance These 
romances have so many bearings upon the history of epic 
poetry that they must receive consideration here They 
fall into two distinct and widely separated groups the 
Greek prose romances of about the fourth century, a d , 
and the chivalric romances of the late Middle Ages, first 
in verse and later in prose. The first group was produced 
m the period of late Greek culture centenng in Byzantium 
and Alexandria Much of it is known only by fragments 
and traditions, but there are complete specimens in the 
Ethiopica (or Theagenes and Chaficlea) of Bishop 
Heliodorus,'' Daphms and Chloe, by Longus, and The 
Loves of Chtophon and Leucippe by Achilles Tatius^ 
The chivalric romances were the common property of 

' These are outlined m Dunlop’s History of Fiction and pub- 
lished entire in a convenient edition m Bohn’s Libraries Cf 
F M Warren, History of the Novel Previous to the Seven- 
teenth Gentury, and S L Wolff, The Greek Romances and 
Elizabethan Prose Fiction 
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Europe in the twelfth and thirteenth centuries and have 
been preserved in numerous manuscript versions They 
evolved or grouped themselves in so-called '' cycles/’ most 
important being the Troy cycle, the Alexander cycle, the 
Charlemagne cycle, and the cycle of King Arthur These 
names suggest the common subject of each group of 
stories ^ Most of them took shape in France and a large 
number were circulated in England in French versions 
There were numerous translations into English and a 
few native English contributions 

The relation of these groups of romances to the type 
of epic established by the JBnetd may be outlined in brief 
Arma v%rumque cam,'* Virgil had de- 
Adventure dared in his opening line that is, martial 
m Epic a d adventures and the exploits of a wander- 
Romance ing national hero fulfilling his destiny, 
were to be his theme Action played a 
large part in the content of the Mneid, and that action, 
as we have seen, about equally divided between a much 
disturbed journey over seas and the warfare necessary to 
establish a state The Greek romances enlarge upon 
wandering adventure and shun warfare, being concerned 
chiefly with such experiences as shipwrecks and pirate 
combats The chivalric group is set forth once more 
against the larger background of war, conducted accord- 
ing to the code of medieval chivalry, and wandering ad- 
venture is kept in prominence v In the epic the larger 
experiences, while not presented as historically accurate, 
approximated history, and were reasonable enough in the 
judgment of the public The adventures in the Greek 
romances were realistic enough in themselves, — almost 

^ See the discussion of these and the bibliographies in W H 
Schofield’s English Literature from the Norman Conquest to 
Chaucer, and C S Baldwin’s English Medieval Literature 



The Epic 


91 


sordidly so at times, — but they were spun in an intermi- 
nable succession that was almost fantastic Finally 
realism of detail gave way also until the chivalric quest 
led knight and squire straight into a no-man’s-land of 
the idealizing imagination Yet it must not be forgotten 
that both epic and romance of chivalry, each in its own 
way, were founded upon history 
«To the constructive imagination of Virgil, unity was 
the supreme consideration General unity of effect could 
^ be obtained only through unity of plot 

Unity That is, each experience, each adventure, 

of Actio however inclined to run off at a tangent, 
must be shown to be an essential part of 
a large and organically constructed chain of events lead- 
ing to the high destiny of the hero With romances came 
the type of plot known all too well today take a man 
and woman, just married or about to be, separate them by 
surprise and accident, and keep them separated by a suc- 
cession of accidents until patience or ingenuity is ex- 
hausted As soon as they are brought together the story 
ends This method of technique, once accepted, soon 
puts a premium on surpnse and variety at the expense of 
unity 

In the treatment of character there was a similar de- 
velopment " The constant intervention of divine beings, 
which seems a highly imaginative feature 
Character to the readers of today, was a matter 
of current acceptance under classic my- 
thology, where gods were only men writ large In fact, 
considerably more of imagination went into the apprecia- 
tion of the details of magic and enchantment that the ' 
romances substituted for this supernatural machinery of 
epic poetry*^ Likewise the conception of -Eneas as a lover 
was one that probably occurred to Virgil and his public 
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no more pointedly than that of Ulysses and his passion 
for Calypso did to the Greeks But the fact remained 
that the amour of -iEneas and Dido was related with no 
little detail, occupied some three books of the ^ne%d and 
was ready to be unduly emphasized whenever it met the 
attention of an audience that was so minded * So what 
was merely an episode in epic structure became essential 
to romance The hero must be a lover and the central 
motive must be love Not love merely, but romantic 
love, and romantic love is ordinary love much idealized 
until it is practically a sort of worship When love like 
this dominates the being of a man and woman and they 
pass unscathed through a devious course of adventures 
for the sake of it, we have reached the core of the earlier 
romances Later ones added to the hero the characteristic 
of magnanimity and he thus became complete It must 
be added that these heroes of romance were so much 
alike in their prowess and passion that stories were readily 
transferred from one to the other, what was Gawain’s 
on one day was told to the glory of Launcelot on another/ 
After considerable development in France the romance 
cycles, particularly that of Charlemagne and his peers, 
passed over into Italy, and there in course 
Italian of time, around the person of Charle- 

^ Romantic magnets nephew Roland, grew up poetry 
Epics ^ that gave to the world a new form, the 

romantic epic In the Song of Roland, a 
typical French poem of about iioo ad, this young hero 
IS represented as meeting death through the treacherous 
cutting-off of Charlemagne’s rear-guard, which he was 
commanding There is no mention of love except a 
mere statement at the end that when news of Roland’s 
fate reached the city of Aix, Aude the Fair died of grief 
Yet the first of these Italian romantic epics to catch our 
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attention is Boiardo^s Orlando Innamorafo Roland in 
love'"), and the next is Ariosto’s more pietentious 
Orlando Funoso with its famous legend of Roland’s 
madness for love 

These two poems appeared just about 1500, exactly at 
the time when critics, under the impulse of the Renais- 
sance, were turning their eyes to the epic 
Their poem as the most exalted form of poetry 

Dependence and to the Mneid as the model epic of all 

o Vipgil time Vida’s Ars Poetica, for example, 
outlined the precepts of epic verse as 
Horace had those of drama, and based all these precepts 
on Virgil Now it is true that the Orlando poems fol- 
lowed the Mnetd in many minor details of form They 
began with theme and invocation, they used formal 
speeches and formal descriptions and formal similes , they 
had an abundance of supernatural machinery But in 
certain fundamental things they were exactly the oppo- 
site of this classical masterpiece, and they were popular 
notwithstanding this 

yFor one thing they greatly overemphasized the love 
motive Prowess in arms and patriotic significance were 
still maintained, but the heroic figures 
Their were lovers first of all, and then doughty 

Distinctive warriors that they might please their 

Features ladies. Events were vastly more 

crowded and complicated, with numerous 
episodes leading nowhere m particular, underplots en- 
tangled with the mam issue, and so many characters of 
importance that it is difficult to fix upon a real hero at 
all Whereas the classical epic was confined to one action 
* of one man, this new poetry, said the critics, admits many 
action of many men, and uiu^ty of action is no more. 
Probability in a form like the epic, which encourages 
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supernatural machinery, is always a doubtful and rather 
personal matter , but these romantic poems were far more 
improbable than the Mneid could be to anybody Finally, 
the romantic epics departed entirely from the traditions of 
Virgihan verse, and were composed in stanzas 
The controversy over Virgilian epic and romantic epic 
went on in Italy for almost a hundred years Men wrote 
in both forms, and while severer critics 
Tasso and condemned the modern type, the public 
the Critics persisted in finding it more pleasing At 
length it occurred to scholars to attempt 
a reconciliation, and Torquato Tasso set about this in his 
Discourses on Poetry (Discorst delV Arte Poetica) and 
enforced his opinions by a new epic, Jerusalem Delivered, 
completed in 1574 Into this splendid story of the cru- 
sades Tasso wove two other features for which he. con- 
tended vigorously as a critic, — the celebration of the true 
religion and an abundance of moral instruction In other 
respects this was a typical romantic epic, with all the 
movement, color, and passion of its predecessors Tasso 
made one serious mistake with it He submitted the 
manuscript to the judgment of his fellow-critics, and 
the faults they found with it postponed publication for 
years and helped to drive the author to a madhouse 
^ These Italian romantic epics were the immediate in- 
spiration of England's first great attempt at any form 
of art-epic, the Faerie Queene of Ed- 
pe set’s mund Spenser, published in part in 1590, 
Progra e the uncompleted remainder in 1596 
This poem carried the idea of a moral or 
didactic purpose farther than even Tasso had contem- 
plated m writing his Jerusalem Delivered This purpose 
IS explained in the prefatory letter that accompanied the 
first three books as being “to fashion a gentle an or 



The Epic 


95 


noble person m vertuous and gentle discipline ” The 
scheme of twelve books, into which the Faene Qneene 
was to be divided, we may recognize as a sacred heritage 
from the Mneid Just as Tasso’s moral intentions were 
developed under the so-called Catholic Reaction, — ^the 
purifying of the Church from within, — so Spenser was 
dominated by the rapidly-growing Puritanism of Eng- 
land, so that he complicated his allegory of culture and 
gentility by various allusions to the religious controversy 
of his d^y Double allegory is a frequent device,^ Unity 
of effect IS further destroyed by the freedom with which 
Spenser inserted episodes and elaborated descriptions, all 
of them interesting and beautiful, and justifying them- 
selves abundantly to everyone except the severest critics 
His unity, indeed, was little more than a unity of pro- 
gramme and this is shattered by the fact that less than 
half of the original scheme was ever completed^ 

The setting of the Faene Queene is legendary, but the 
legends are drawn from English romance and English 
folk-lore, with no little patriotic appeal 
His Certain episodes are notable for their 

Originality national feeling, such as the succession of 
English sovereigns in Book III, Canto 
III, and the topographical descriptions connected with the 
marriage of the Medway and the Thames (Book I V, Canto 
XI) Everywhere Spenser finds occasion to improve 
upon the movement and color that Italian readers had 
enjoyed so much in their own poems Sensuous gratifi- 
cation is carried a bit too far, perhaps, to accord with a 
document of Puritanism, but the exquisite grace and 

^ See the Prefatory Letter again " In that Faerie Queene I 
meane glory in my generall intention, but in my particular I con- 
ceive tbr most excellent and glorious person of our sovereme the 
Queene ” 
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charm of Spenser’s art refines and justifies everything he 
touches His melodious verse is arranged in stanzas, — 
stanzas of his own invention, so rich and varied in their 
possibilities that they promptly found a place among the 
great and permanent verse-forms of our poetry 

If, as we like to believe, the Faene Queene was one of 
Spenser’s contributions to a somewhat concerted effort 
to try out the various literary possibilities 
Other of the English tongue, we look in vain 

English for any specimen of classical epic, pro- 

Atte pts duced within or without his group, and 
worthy to rank with its products The 
nearest approach is to be found in The Civil Wars of 
York and Lancaster, by Samuel Daniel This employs 
many devices of epic form, but follows too closely the 
detailed facts of history to be classed as genuine epic in 
' Its conception Indeed it is versified history rather than 
poetry at all Another approximation came to England 
in translation from France and attained an immense 
popularity in the early years of the seventeenth century 
This was Joshua Sylvester’s translation of the Semaines 
of Du Bartas, published in English as The Divine Weeks 
and Works The Semaines were long biblical para- 
phrases, the first presenting the week of Creation, the 
second designed to cover all later history The bare out- 
line of narrative was embellished with a wealth of detailed 
information and no end of extravagance, and except for 
certain mechanical devices, there was again little that 
could be called epic poetry 

The fusion programme for epic construction, as set down 
by Tasso, seems to have exercised its largest influence in 
France, in the first half of the seventeenth century Dur- 
ing nearly fifty years, every Frenchman of any literary 
consequence felt called upon to compose jaxi ejpic— nr as 
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^ he called it, a heroic poem According to Tasso’s code 
these specimens were based upon French history or 
legend, at a period not too recent or too 
French remote They had to do with Chris- 

Heroic tianity, the true religion, and they intro- 

Poetry duced some kind of supernatural ma- 

chinery They had a complexity of 
incidents, but reverted to the Virgilian method of em- 
phasizing the exploits of a dominating hero This hero, 
by the .way, was now a magnanimous lover as well as a 
mighty warrior, and still held in his destiny the fate of 
the nation Mechanical details of form were scrupulously 
observed, but genuine poetic inspiration was in most cases 
sadly lacking 

There is no need to list the titles of these epics today 
They are of interest now only to the literary historian, 
who regards them as one of several mani- 
Its Relations festations of the heroic ” impulse felt 
and Effect so strongly in that century by France, 
and somewhat by England under French 
influence This means the exaltation of mighty figures — 
the supermen of history and tradition — ^until their ex- 
ploits reach superlatives; then devising for each one a 
romantic love-passion for which he would gladly sacrifice 
all material things , finally making him courteous, urbane, 
condescending, and all the other things involved in the 
word ‘‘ magnanimous ” There were heroic prose ro- 
mances as well as heroic poems, and authors soon dis- 
covered the dramatic possibilities also present in men 
like these Davenant, as we shall see, constructed his 
poem Gondtberf on the plan of a five-act drama, and 
Pry den transferred the themes and methods of these 
poemg to his heroic plays ” 

Davenant’s Gondtberi (1651) marks the first appear-^ 
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ance of this heroic type of epic poem in English Not 
only IS it written to programme, but the 
“ Go dibert ” author attached to it a critical letter by 
way of preface, explaining just where he 
did or did not conform to custom The places where he 
did not conform are comparatively few His is not a 
national poem, the scene being laid in the courts and 
camps of Italy rather than in an earlier England He has 
no patience with the supernatural extravagances of most 
heroic poems His friend Cowley declared to hpn 

“ Thou, like some worthy knight, with sacred arms 
Dost drive the monsters hence, and end the charms ” 

He organizes his poem in five books corresponding to 
the five acts of a tragic drama, with subdivisions into 
cantos in the manner of scenes -Finally he adopts a 
stanza that is all his own, thus protesting against the 
couplet rhymes that had taken the place of the Italian 
and Spenserian stanzaic arrangements Certainly Daven- 
ant deserves credit for the originality he displayed where 
mginality was rare ^ He deserves credit too for the 
sound morality, the historical interest, and the energy 
of movement he put into this production But Cowley 
said more than he meant in the commendation just quoted 
When Davenant wrote, his poem probably did not suffer 
greatly from the exclusion of the monsters, but he cer- 
tainly did manage to ‘‘end the charms” 

We wonder indeed what charms there should be in 
these heroic poems, or what prompted readers of that 
day to discover charms in them, as we 
lack ore’s turn to the writings of Sir Richard 
pics Blackmore He was easily the most pro- 

lific of English epic poets, as is witnessed 
by his Prince Arthur, 1695, King Arthur, 1697, Eliza, 
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1705 The leading critics of the day were arrayed against 
him, and very justly so Yet for a time at least he had 
an indulgent and even approving public that was willing 
to invest freely m his lengthy commonplaces 
The one really great English poet in the tradition of 
the Virgilian epic stood entirely apart from this French 
heroic school and from the court that 
Milton’s cultivated it He went back of this 

Classical vogue to the Italian and Latin masters 

pics from whom it had developed , he worked 

in poverty and obscurity; and he was 
slow to be recognized by either critics or public Milton’s 
Paradise Lost was published in 1667, his Paradise Re- 
gained in 1671, but it was not until Addison’s papers on 
Paradise Lost m the Spectator, during 1712, that a rea- 
sonable appreciation was accorded to these poems These 
papers, for all their formal reserve, still serve as an 
admirable commentary on the poem, for it is only as we 
approach Milton’s work through them or by a historical 
path such as this chapter follows, that we realize how 
thoroughly he was dominated, m spite of all his genius, 
by the traditions of classical form 
In Paradise Lost, deservedly the better known of the 
two poems, we find a unity of construction comparable 
only to that of Milton’s model, the 
Unity of Mneid This unity, with the end for 

Co structio which it is conceived, is expressly 

stated in the customary theme, accom- 
panying the invocation 

Of Man’s first disobedience, and the frmt 
Of that forbidden tree, whose mortal taste 
Brought Death into the world, and all our woe, 

With loss of Eden, till one greater Man 
Restore us, and regain the blissful seat. 

Sing Heavenly Muse, 
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what in me dark 
Illumine, what is low raise and support, 

That to the highth of this great argument 
I may assert Eternal Providence, 

And justify the ways of God to men” 

In this subject, as Milton conceived it, there is like- 
wise immense complexity and a majesty that approaphes 
the sublime For at one stroke he 
Co plexity achieved these virtues and solved the 
and vexed problem of supernatural machinery 

ubli ity in Christian poems by setting Eden be- 
fore a background of the eternities, and 
repeating m the fall of man the conflict that resulted 
in the fall of Lucifer Adam and Eve are enticed to 
their sin in pursuance of Satan^s scheme of revenge upon 
the Almighty through the ultimate triumph of Christ, 
son of God and man, the seed of the woman is to bruise 
the serpent’s head This is more than material for a 
national poem , it should concern all of Christendom, and 
ultimately the entire human race It rings with echoes 
from the memorable passages of scripture , traverses the 
secret places of heaven and hell , ransacks ancient myths 
for marvelous abstractions like Sin and Death Of a 
.truth such song as this soars with no middle flight, and 
pursues 

'‘Things unattempted yet m prose or rime” 

In his organization of this material, however, Milton 
IS in strict accord with the rules The poem, first 
cast m ten books, was afterward re- 
Co ventio al arranged so that there were twelve, — ^the 
Features number in the Mneid The reader is 
plunged m medias res, and the pre- 
liminary conflict in heaven is related to Adam by I^phael 
in the fifth and sixth books Rhetorical and fairly 
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dramatic speeches are very much m evidence, though their 
effectiveness is dulled considerably by an over-formal 
logic, the result of the author’s training and diplomatic 
experience Even some of the traditional episodes of 
classical epic are retained, such as the muster of Satan’s 
forces, in the first book 

Much interesting discussion has centered about the hero 
of this poem Paradise Lost is certainly not heroic poetry 
at all, said critics of the seventeenth cen- 
Problenx of tury, or else we are mistaken in looking 

the Hero to Adam as a hero Dryden contended 

that Satan is the real hero of the poem 
Addison rather waived the question as irrelevant, but 
suggested the Messiah But Paradise Lost could be good 
and consistent classical epic without at all being heroic 
poetry^ as the seventeenth century understood this It is 
true that Adam is not a mighty warrior or a passionate 
lover or a magnanimous conqueror He falls an easy 
victim to temptation, and is departing from the Garden, 
“ with wand’ring steps and slow,” as the poem ends He 
was pitted, though, against immortals, and as the sole 
representatives of mankind, he and Eve were instruments 
employed by the Messiah and his enemies in working out 
their conflict for supremacy At the same time these 
solitary mortals, under the will of higher powers, were 
accomplishing the destiny not of one nation, but of their 
lace Does ^Eneas or Ulysses do more^ The best their 
manhood can achieve is weak and paltry work compared 
to the storms and tempests, the impervious shields and 
clouds of invisibility with which the gods through them 
manipulate their celestial strife It is true that Ulysses 
routs the suitors and -Eneas establishes his race m 
Latium before their stones close i^ut the promise of 
Michael brightens the pafeway out of Eden an.dLp.QUits 
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to ultimate victory Satan is splendid in his indomitable 
spirit of revenge, but he is neither victorious nor a hero 
To the general reader Paradise Lost is not significant 
because of the care with which it observes classical tradi- 
tions It is a great poem to us because 
A Work it develops in artistic unity one great 

o£ Art imaginative conception, and abounds 

throughout its course in daring flights of 
fancy into unknown and unknowable regions" In this 
respect it is always to be classed with DanteJ^ Divine 
Comedy, with which the young Macaulay compared it in 
a suggestive, if somewhat inaccurate, fashion, in his well- 
known essay on Milton Milton too succeeded as few 
English poets have in mastering a vehicle entirely ade- 
quate for his lofty message There was a day when 
English critics, notably Dr Samuel Johnson, disparaged 
the verse of Paradise Lost as rude and inharmonious, 
but the verdict of time has been that its cadences are the 
most majestic and beautiful that have fallen upon Eng- 
lish ears 

There is an old-time commonplace that it is an easy 
step from the sublime to the ridiculous Heroic poetry, by 
iits constant striving after lofty heights, 
urlesque j was always perilously near exaggeration, 

a d Mock- " j and this in turn was a great encourage- 
Heroic ! ment to burlesque ^ In Italy there was 

a vogue of burlesque verse in the earliest 
\ days of the romantic epics, and the richest period of 
^ French heroic poetry produced mock-heroic verse that 
has long outlived the thing it satirized While there are 
countless variations, this mocking poetry abroad fell into 
two fairly distinct classes The simpler of these, the 
travesty^ or burlesque proper, presents a dignified sub- 
ject, worthy of epic treatment, m a flippant, disrespectful 
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manner, in a short, choppy sort of verse, packed with 
slang and vulgarity and unnatural rhymes The other, 
the mock-heroic, has all the epic dignity of form and 
idiom of which the author is capable, but celebrates some 
hopelessly trivial subject The first of these, while ex- 
tremely popular among the Restoration wits and always 
more or less in evidence since, has rarely been admitted 
into polite society Any serious literary form can be thus 
burlesqued, and it happens that burlesque plays, like The 
Rehearsal or The Knight of the Burning Pestle, are uch 
easier to point out than burlesque epics 
The mock-heioic has a more distinguished lineage It 
begins in Italy with Tassoni^s poem La Secchia Rapita 
(The Stolen Bucket) and extends 
“The Rape through Boileau^s poem of a church 
of the Lock ** divided over the location of the reading- 
desk (“Le Lutnn"^) to Pope’s delight- 
ful fantasy, The Rape of the Lock. This last is one of 
the finest specimens of mock-heroic poetry in our lan- 
I guage Its theme — the theft of a curl from the head of 
I the fair Belinda — ^has of course neither epic dignity nor 
\ the occasion for epic action The jest lies m treating 
1 It as if It had 

Particular care is given to the introduction of as many 
epic devices as possible, — some of them managed with 


Its Epic 
Devices 


extreme cleverness The reader is not 
plunged m medias res, but is provided 
with the customary theme • 


“ What dire offence from amorous causes springs, 
What mighty contests rise from trivial things, 
I sing'* 


The sylphs, spirits of the air, borrowed by Pope from 
the doctrines of the Rosicrucians, furnish the chief super- 
natural machinery, though there are also dreams and 
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portents and a grisly visit to the Cave of Spleen There 
are conventionally formal speeches inserted m the much- 
expanded action, a game of cards supplies a muster of 
the troops, and there is a thrilling heroic combat in 
which metaphors and ladies’ frowns are the most fatal 
weapons The poem abounds in satire on the society of 
the day, driven home by Pope’s favorite trick of grouping 
the serious and the trivial in unexpected combinations 

‘‘Some dire disaster, or by force, or slight, 

But what or where, the Fates have wrapp’d in ilight 
Whether the nymph shall break Diana’s law, 

Or some frail Chma-jar receive a flaw 
Or stain her honour, or her new brocade , 

Forget her prayers, or miss a masquerade, 

Or lose her heart, or necklace at a ball ” 

This suggests the purpose for which these mock-ljeroic 
poems were commonly used They did not satirize ex- 
travagances m the literary type, they 
“ Hudibras ” were not critical documents Rather they 
satirized general conditions, social, re- 
ligious, or literary, and thus became powerful weapons 
directed against the weaknesses or abuses of the day 
The most conspicuous instance of such employment is 
seen in Samuel Butler’s poem Hudibras, published just 
after the Restoration to satirize defeated Puntanism 
Technically it is a mixed form, combining the structure 
and extravagant spint of mock-heroic with the verse and 
vocabulary of ordinary burlesque Various features of 
the popular romances were utilized. Sir Hudibras him- 
self and his man Ralpho bemg borrowed in great part 
from the hero and his attendant squire in— Cervantes’s 
famous ock-romance Don Quixote Few readers of tq- 
day are able to find Hudibras attractive In its oiipi cen- 
tury, however, it established a type and fixed a stWard 
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m England that aroused hosts of imitators who wished 
in this way to pay old scores against persons and insti- 
tutions Like their model, these attempts have lost inter- 
est as their thrusts and allusions have become meaningless 
The formal epic, on severely classical lines, remained 
more or less a popular model during the eighteenth cen- 
tury, but no results of permanent value 
The Fusio were attained Glover’s Leomdas, 1737, 
of Epic a d was the most widely read of the new 
Ro anc^e poems, and having been adopted for a 
time as a sort of political document, ac- 
quired a fame that it does not seem to deserve It is 
stiif and artificial, and has its chief critical interest in the 
fact that the author dispensed intentionally with all 
supernatural machinery - As the romantic reaction grew, 
there game a considerable interest in long narrative poems, 
but these were romantic in spirit and treatment, and 
under medieval rather than classical influences Medieval 
interest also brought into prominence the old folk-epics 
of various peoples, finding them rich m romantic pos- 
sibilities^ The Homeric poems, always regarded as more 
romantic than the Mne%d, clearly surpassed the latter in 
popular favor, and have continued to attract scholars and 
translators down to our own day Thus the pathways of 
epic and romance, never far removed from each other, 
were apparently merged into one in the early years of 
the nineteenth century 

-This fusion of classical epic and old romance is most 
apparent in Tennyson’s poetic rendering of the Arthurian 
cycle, which he has called not the Ar- 
“The Idylls thuriadr but the Idylls of the King^' 
of the Ki ” For all his ongin m medieval romance, 
^ Arthur might well have served as the 

hero of a great national epic For years Milton con- 
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templated such a treatment of him, and Blackmore’s 
ill-fated attempts in no way disqualified him To Tenny- 
son he appeared as a great spiritual leader of his people, 
rescuing them from Roman and barbarian, and organ- 
izing them into statehood on a system of loyalty, self- 
sacrifice, and service Structural unity is obtained by 
opening the action with the coronation and marriage of 
the king, and extending it through the perfection of the 
Round Table to the final dissolution of the order and 
the passing’" of Arthur, — a process of tragic -conflict 
between the noble principles of chivalry and the selfish 
appetites and passions that are always in the world This 
moral interpretation, as well as the national significance 
of the hero, is recognized by Tennyson, when he 
speaks of — 


“this old imperfect tale, 

New-old, and shadowing Sense at war with Soul 
Rather than that giay king, whose name, a ghost, 

Streams like a cloud, man-shaped, from mountain peak. 

And cleaves to cairn and cromlech still” 

Supernatural machinery, the common property of epic 
and romance, is admirably managed throughout the poem 
Arthur moves before a background of 
upernatural divine Providence, from his mysterious 
achinery birth to his mysterious voyage to Avalon 
The hand that lifts Excahbur above the 
waves seizes it again from Sir Bediverev Merlin, de- 
scended straight from heathen superstition, prepares the 
siege perilous ” to receive the stainless Christian knight 
Sir Galahad, who is to quest successfully foi a vision of 
the holy grail Such methods at once suggest the super- 
natural treatment in the romantic epics, but with greater 
dignity and reverence 
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We look m vam, however, for the tgcJinical features 
of either classical or romantic epic The unity just dis- 
cussed IS a unity of framework rather 
Absence of than an organic unity of all the parts 
Epic The Idylls are really idylls, — separate 

Features pictures of episodes in and about the 

' court of Arthur, — rather than books or 

cantos of a single poem Each has its independent be- 
ginning and in no respect prepares for that which follows 
There 4s scarcely one of the traditional devices we have 
come to associate with epic form, — the formal theme, the 
plunge tn med%as res with a later narrative exposition, the 
catalogue of forces, or the epic simile There is blank 
verse, it is true, as in Paradise Lost, but it is not Miltonic 
blank verse Classical ideals are upheld in the artistry 
and precision with which the flowing verses are made 
rich and beautiful, but the spirit is that of slightly en- 
nobled and purified romance 
Tennyson's first draft of the Idylls, containing only 
four of them, appeared in 1859 vThe year before, 
William Morns had ventured to publish 
Willia his first book of poetry, The Defence of 

Morris Guinevere and Other Poems, in which 

he approached^rthurian legend m a very 
different manner. It was all extremely real and vivid 
to Morris, the experiences of passionate, warm-blooded 
men and women, living — ^as he lived in imagination — in 
the great and beautiful ‘^Middle Ages” that romantic 
poets conceived of Soon after, he turned to the sagas 
and epics of a still earlier time, visualized them amid the 
same civilization, and began translating them with the 
, same pictorial power. He turned the JEneid into Eng- 
lish vtg^rse, but was too much of a story-teller to get the ^ 
- best results out of so studied a composition His Sigurd 
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the Volsung (1877), based on Icelandic folk-epic, deals 
with material better adapted to his talents For it he 
chose a swinging line of six stresses, rhyming in couplets, 
which he managed with rare skill Still later came his 
rendering of the Odyssey, catching much of the realism 
of the original and made more convincing than many more 
scholarly versions 

In 1908 Thomas Hardy completed what is nominally 
a poetic drama in three parts, entitled The Dynasts But 
the author intended it only for '^mental 
Thomas performance ” or at most a solemn reci- 

Hardy^s tation of the speeches by figures behind 

‘‘The a gauze curtain The nineteen acts and 

Dynasts ” more than a hundred scenes, the rapid 

alternation of the most realistic episodes 
of court or camp with the poetic debate of supreme in- 
telligences, the constant insistence on viewing from the 
heavens pygmy armies crawling like worms across the 
earth below, — such pageantry as this is for no theater 
man's hand can construct ^ It seems better to regard this 
as a great dramatic epic, its theme the rise and overthrow 
of the ambition of Napoleon, considered as a manifesta- 
tion of the gieat World Will which for Hardy takes the 
place of God or the Fates ^ The interpreters of the action 
are the Spirit and Chorus of the Years, the Spirit and 
Chorus of the Pities, the Spirits Sinister and Ironic, and 
various other supernatural figures ^The narrative is indi- 
cated by a senes of dumb-shows connecting the significant 
bits of action and dialogue that serve as scenes-^ The 
characters are the entire dramatis personae of the Na- 
poleonic Wars 

Even today the spint of epic is not dead among us 
The great American epic is as yet unwritten fint a 
young and patriotic poet of England — Alfred Noyes — ^has 
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recently celebrated in his Drake the achievements of the 
hero who first won for that nation the mastery of the seas 
It IS a striking coincidence that almost 
“ Drake immediately that mastery was challenged 

in a world war, and threatened by 
tiny craft that bore to her dreadnaughts much the rela- 
tion of Drake’s black barks to stately Spanish galleons 
As for the poem, it is almost heavy at times with the 
imagery and ornament of Spenserian romance, but in all 
essentials it is epic that returns close to the Virgilian 
norm The theme, as clearly stated in the beginning, is 
the glory of the man who made one little isle queen of 
the earth and sea,” at the same time that he fought for 
the new faiths and for the soul’s freedom The material 
is arranged in twelve books, the first concerned with 
Drake’s wanderings on his privateering voyage around 
the world, the remainder with his exploits as England’s 
admiral The i:gLpid, thrilling narrative still introduces 
elegantly formal speeches, though there is considerable 
dialogue that is crisp and realistic Drake’s own career 
is well under way when the poem opens, and its earlier 
experiences are related by him on board his ship. The 
Golden Hynde 

Drake himself is the typical national hero, achiev- 
ing the destiny of his race under divine Providence 
Prayer and devotion color the entire 
Th Hero story, but there is little actual machinery 
of the supernatural, — ^the storm before 
Doughty’s mutiny and flight, or the cannon shot that in- 
terrupted Bess’s wedding For the hero Drake is also 
a lover, whose loyalty to a village sweetheart purifies and 
ennobles his character without making him the sighing 
sentimentalist of romance 
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*‘01d ocean was his Nile, his mighty queen 
An English maiden purer than the dawn, 
His cause the cause of Freedom, his reward 
The glory of England” 


The conventionality of all classical epic is still better 
illustrated by the employment of such details as a muster 
of Drake’s pygmy fleet as it sets out to 
round the world, or the occasional epic 
similes, like this one 


Conventions 
of Epic 


Strange as m some dark cave the first fierce gleam 
Of pirate gold to some forlorn maroon 
Who tiptoes to the heap and glances round 
Askance, and dreads to hear what erst he longed 
To hear — some voice to break the hush , but bathes 
Both hands with childish laughter m the gold, 

And lets it trickle through his fevered palms. 

And begins counting half a hundred times 
And loses count each time for sheer delight 
And wonder m it , meantime, if he knew, 

Passing the cave-mouth, far away, beyond 
The still lagoon, the coral reef, the foam 
And the white fluttering chatter of the birds, 

A sail that might have saved him comes and goes 
Unseen across the blue Pacific sea ” 


Technique of the Epic 

With the exception of the drama, no literary form has 
had more critical discussion than the epic poem Aris- 
totle in his Poetics and Horace m his 
Critical Art of Poetry both gave it a considera- 

Docume ts tion secondary to that of tragedy Vida’s 
treatise, modeled on Horace, substituted 
the epic for tragedy in the place of first importance The 
seventeenth century carried the discussion to the last ex- 
treme of artificiality, although the English treatise$t^ that 
^followed are fairly reasonable and appreciative Best 
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known of these are Dryden’s critical prefaces and Addi- 
son's papers in the Spectator on Paradtse Lost This 
mass of material, and the comparative infrequency of the 
form in English, dispenses with the necessity of any de- 
tailed discussion here 

The theme of epic narrative, usually expressed com- 
pactly in the first few lines, is primarily the organic suc- 
cession of martial exploits through which 
Theme and a chosen hero fulfills national destiny* _ 
Purpo^ To this, m the case of the romantic epic, 

IS added the celebration of a supreme 
love-passion, while the ‘^heroic" poem commonly adds 
the glorification of the true faith ^Epic poetry, like 
drama, is an imitation of life, and aims to please, as well 
as to thrill and inspire a widely scattered public with 
the fruits of the author’s imagination') Many critics have 
argued for a moral or didactic purpose in epic , some have 
gone so far as to suppose that the poet first selected an 
abstract moral truth, and then sought through history for 
a plot to drive it home But however true it is that 
epic poems convey ethical truths and sometimes even in- 
sist upon this moral purpose,^ — ^like Milton’s 

"assert eternal Providence 
And justify the ways of God to men,” — 

the fact remains that we must consider them first as works 
of art, or pieces of literary technique 
w The plot of an epic poem, then, is characterized by 
greatness of scope and majesty of incident It is allowed i 
a latitude in time that is denied to 
Plot tragedy, its only limit in this respect 

^ being the power of the human imagina- 

tion to grasp it as a connected and completed develop- ’ 
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ment From the account must be excluded all such inci- 
dents as are merely trivial Yet the smallest details may 
be admitted provided there is indication of their real 
significance in the great scheme of things Even the pique 
of Achilles over a captive maiden is a matter of small 
importance, except as the changing fortunes of the Trojan 
War are made to hang upon it 
Both these considerations suggest the ideal of unity, 
a very precious principle since the days of Aristotle 
yrhere must be one organic action, in 
The Ideal epic as m tragedy, distinctly arising out 
of Unity of the apparent dead level of the com- 
monplace, moving irresistibly through its 
curve of progress, and sinking once more into placidity 
at the end, — ^the beginning, middle, and end ” of Aris- 
totle’s theories In classical epic this great single action 
may introduce innumerable episodes so long as they are 
made relevant, but it must concern itself with one domi- 
nating figure of a hero (“ one action of one man ”) Cer- 
tain romantic epics made a limited period of historical 
action the unifying principle and admitted various promi- 
nent characters (" many actions of many men ”) Both 
of them, in order to suggest rapidity and keep connec- 
tions more distinct, used the device of plunging midway 
r ilito the action, as the dramatist often does tn medtas 
res''), and leaving the exposition to be drawn fater - 
The exaltation that belongs to events in epic poetry is 
transferred also to the characters vThe human beings are 
noble birth and lofty station, just as 
Char cters the action lies always in courts and 
camps While consistent with character- 
types of which we know, they must be enlarged and ag- 
nified in their passions and experiences, to suggest ^e fit 
z’ subjects of divine supervision w Such requirements make 
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extended over the last twenty years of his life. Books 
I and II were printed in i c;8o. and reprinted for the 
fourth time, with numerous additions 
His Methods and an entirely new third book, in i S^. 

A posthumous edition in 1 5^95 c ontained 
no new- essays, but many revisions of the "earlier ones. 

, These frequent revisions were not so much recasting 
of the thought to secure better organization, but rather 
the insertion of new aterial as it occurred to the 
author* — and often at points where it hardly seems to fit. 
For organization and logical sequence did not greatly 
concern Montaigne; he certainly did not construct his 
essays with these in view. His method may better be 
described as that of “ association of ideas,’’ which means 
that each thought or image suggests a circle of other^ 
thoughts and images somehow related to this in our ex- 
periences. Something fro this circle becomes the next 
center of our immediate interest, arouses in our mind a 
new circle of associations within which a new center is 
found, and so on. In Montaigne’s use of this process 
the general subject of discussion is rarely lost sight of 
entirely, and is usually recalled to the reader at the end/ 
An extreme example is his essay ‘‘ Of Coaches ” (Book 
HI, No. 6). Mr. Arthur Tilley has analyzed its con- 
tents as follows:^ 

‘"It is obvious, he begins, that great writers are 
wont to give several reasons for things besides the one 
which they believe to be the true^f)ne. 
A ssay For instance, what is the reason for 

i O tline blessing people when they sneeze? 

What is the cause of sea-sickness? He 
believes he has read in Plutarch that it is due to fear. 

*Thm Literature of the French Renaissance, II, pp. 172-3* 
Also printed in Mac illan*$ Magazine, 1890. 
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This he doubts from his own experience, for though he is 
often sea-sick, he is never in any fear at sea. Here 
follows a digression on the nature of fear. Riding in a 
coach or litter, especially a coach, affects him in the same 
way as being on board ship. Marc Antony was the first 
Roman to drive lions in a coach, and Elagabalus drove 
even stranger teams. The mention of these inventions 
suggests another observation, namely, that excessive ex- 
penditure shows weakness in a monarch. This leads to 
a somewhat long discussion on the difference between 
extravagance and true liberality in princes, followed by 
an account of the Roman Amphitheater, chiefly taken 
from the Seventh Eclogue of Calpurnius. Compared 
with the ancient world, our modern world shows signs 
of decrepitude and exhaustion. But a new and infant 
world, in no way inferior to ours in magnificence, has 
been discovered. This leads to a most eloquent descrip- 
tion of the conquest of Peru and Mexico, full of sympathy 
for the conquered, and of indignation at the cruelty of the 
conquerors. Retombons h nos caches. In Peru they do 
not use coaches, but litters. The last king of Peru was 
being carried in a litter when he was captured in battle.’’ 

Such a discussion as this, on the subject of Coaches,” 
suggests at once the uncertain connection between Mon- 
taigne’s material and his titles, v' Many of 
Titles of them, indeed, give little or no indication 

the Essays of what he is actually to treat of, but the 

majority will be found dependable 
enough^ A brief consideration of these in any good edi- 
tion will reveal most of the favorite topics to which, in 
one form or another, personal essays have kept return- 
ing from Montaigne’s time to our own: Various of these 
had already been anticipated by Cicero, Senec^ and 
Plutarch. 
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The length of Montaigne’s essays varies greatly. In 
the main, his early pro ductions a re-^tbe-shQrteT"Qaes. some 
of them being little more than historical 
Details an ecdotes slightly mo ralized. He was 

of tyle always fond of such anecdotes and had 

such an abundant supply that he never 
seemed to lack several apt and striking illustrations to 
give concreteness to his discussion. Almost as frequent 
were his quotations, drawn from a wide variety of au-^ 
thors, nd adding further zest to his own utterances. He,^' 
was never a stylist, as he frequently protested, but his 
manner of expression had all the naturalness, flexibility, 
and vivacity of the skilled conversationalist. He had a 
large vocabulary rich in colloquialisms, was a genius at ' 
metaphor, and dispensed with the cumbersome machin- 
ery of coimectives as a rapid talker would^^ , 

Montaigne’s essays in their original form were well 
known in England by 1600. and probably a dozen men 
were at work putting them into English. 
Montaig e Only one complete translation was 
in England printed, that of J ohn Florio in 1603, 
which has remained the standard ever 
since. More important still was the considerable num- 
ber of imitations in English form that began at this time, 
definitely ushering the personal essay into being in Eng- 
land, as a form of literary prose. Only one English 
essayist has survived from this, period, however, and he 
can scarcely be regarded as a disciple of Montaigne in 
any respect, unless it is that he too was prompted to put 
the contents of his commonplace books into print and call 
them Essays.” 

.The Essays of Francis Bacon appeared, like those of 
Montaigne, in several editions, each considerably re- 
vised and augmen tjed. The first of these was published 
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SIX years before Florio’s Montaigne, but there is every 
reason to suppose that Bacon was well acquainted with 
the French original before he began to 

aeon’s write. ^In various instances, the same ’ 

‘'Essays” subjects are treated by both authors, 

and there is frequent similarity in the 
opinions they express. Both draw upon a com’mon i 
fund of anecdote and quotation, so that resemblance is 
to be expected in such matters. Beyond this, however, 
their method of treatment is as distinct as can be.^ While 
it is clear that Bacon c anstantly sneaks from experienc e. 
Ji is — int -e r est. is not in himself but in the results of his 
obser vations .^' These results take the form of clear-cut 
theories and convictions, not interesting uncertainties; 
and are organized into logically compact treatises which 
move irresistibly from beginning to conclusion.. The 
sentences are crisp and often antithetic, and epigra s 
are so frequent that much of our p roverbial wisdom of 
today-Js^m^ b orrow ing from Bacon's Essaysj' How 
o ften h ave we heard finmp : 

“ Prosperity is the blessing of the Old Testa ent ; adversity 
is the blessing of the New.”^ 

“ He that hath wife and children hath given hostages to 
fortune/^ 

“ A civil war indeed is like the heat of a fever, but a foreign 
war is like the heat of exercise, and serveth to keep the body in 
health.” 

“Virtue is like a rich stone, best plain set.” 

“ Some books are to be tasted, others to be swallowed, and 
some few to be chewed and digested.” 

“Reading maketh a full man; conference a ready an; and 
writing an exact an.’V 

''/The influence of Bacon did not lean much in the direc- 
tion of the distinctly personal essay. Neither did that„ 
of such other, English essayists as came to prominence' 
during the course of the seventeenth century : Ben Jonson, 
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the jottings of whose Timber occasionally take first-class 
eissay form ; Thomas Dekker, anticipating in the chapters 
of his satirical treatises the social satire 
Other of later periodicals ; A braham CQwle\L, in 

eventee th- his Discourses; and Dryden and Sir 
Century William Temple , forerunners of the 

Essayists formal critical essayists of the nineteenth 
century..^ 

The personal essay awaited the rise of English 
periodical literature, in the reign of Q ueen Anne , in 
order to assume its proper place before 
Tatler ” and the public. With the appearance of the 
“ pectator^’ T atler in 170Q and th ^ Spectator in 
1711, a new type of essayist came to 
light, a personage but not a person, a mere lay- 
figure. radiating the genius of Steele, the wit of Pope, 
or the sympathy of Addison, and yet revealed to the 
reading public as one distinct, consistent, and thor- 
oughly human individual/ Resting upon this mysteri- 
ous individual was the necessity, undreamed of by 
Montaigne, of completing one unit of literary production 
in every twenty-four or forty-eight hours, in a form that 
would please and attract a large and miscellaneous audi- 
ence. But the periodical essay was built upon the 
foundations laid by Montaigne, while various con- 
temporary literaiy fashions affected its superstructure. 

The half century following the Stuart Restoration in 
England — ^urban, scientific, material-minded, and sus- 
picious of emotional indulgence — ^was 
A Period emphatically a prose period. The es- 

of Prose say that developed was probably the least 

prosaic of its prose forms, and consider- 
ably le«s so than much of its so-called poetry. ^<^mong the 
prose for s there are several that deserve close scrutiny 
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for the effect they had in making the periodical essay the 
flexible and uniformly effective medium it soon became. 

All the forms of fiction then employed have a sig- 
nificance here. /The moral tale, sometimes with a local 
setting, sometimes with a large display^ 
Contributing of supposed Orientalism, was then 
For s — much in vogue, and was frequently 

Tales taken over bodily in the periodical es- 

, says. The equally popular realistic 
tales came to be used more and more in essays'during 
the century, but from the first may be supposed to have 
had no little influence in matters of technique.* They 
were closely connected with comedy, and certain of their 
characters were almost sure to be treated satirically and 
depicted as types, — ^that is, as individual representatives 
of larger groups of people sharing their weaknesses. 
Detailed satire of social customs and conditions was 
likely to be involved in these tales, for even when the 
scene was foreign, it was an easy implication that such 
things happened nearer home. ^ Still more important for 
the essay was the skill these story-tellers displayed in 
massing their, details for effec t; their d irectn ess^ their 
concreteness, and above all fheir sim plki^^ 

/From the long prose romances had descended two 
popular and realistic forms then much in use to satirize 
individuals as well as society in general. 
Memoirs and These were the memoir and the roman 
Key-Novels a clefj The first purported to be actual 
f biography, and wandered as far as it 

pleased — ^or dared — into the field of satire and roman- 
cing. The second elaborated a medley of fact and fiction 
with various scandalous details of the day, and located k 
in some imaginary kingdom where people bore the stock 
names of the romances or were designated chiefly by 
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consonants and dashes Lady M h ” or the 
“Duchess of C s ”)•" Eighteenth-century essays de- , 
lighted in mysteries of identification, and no doubt 
secured a large part of their popularity through this 
tantalizing, half-veiled personal gossipj^/'One need only 
note the number of times the Spectator pretends to be 
addressed by men and women who assume that they have 
been attacked. Satire of conditions in all strata of 
society made up the very fiber of these pseudo-romances, 
and p^sed easily from them to the essays. Character- 
ization, de'^loped in careful detail, passed over in the 
same manner, as did the employment of conversat ion and 
corres pondenc e as a mean s of portraying individ u al i tv r - 

The prose forms just mentioned were all more or less 
under the influence of satirical comedy, or comedy of 
manners/’ which was the ost dis- 
Comedies tinctive literary expression of the day^ , 
of Manners Congreve, Wycherley, Vanbrugh, finally 
Steele himself, all following the lead of 
Moliere in France, had made attractive on the English 
stage the most biting of satire directed at the very lead- 
ers of society. s/The impulse from this reached the essay, 
directly as well as indirectly, and made itself felt in the 
growing tendency to present type characters for satire,^* 
many of them with appropriate names fin a recognition 
of the gain in reality that came from presenting these ? 
characters in action and conversation, as Goldsmith does 
his Beau Tibbs; in a finer subtlety of incidental and 
apparently unconscious criticism, such as marks the 
work of Addison; even in the use of familiar stage 
devices, such as the pet phrases that characters in the 
essays are constantly using.^ 

*Cf.*\he favorite expressions of Beau Tibbs: “Let it go no * 
farther 1 “ A great secret I 
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^ Character-satire had become familiar also through 
the character-writings ” of the period. These were 
analyses of familiar type characters, — 
Characters the iQver, the mise r, the br aggart sol- 

and Corre- dier, and the like, — and usually gave 

spondence littTe suggestion of individuality^ They 
prepared the way for the minute dis- 
sections of motives and impulses sometimes found in 
the essay. Correspondence, in its various forms, con- 
tinued in close relationship with these personaKessays/* 
The romances and their kin, as we have seen, used 
quoted letters as a further eans of advancing their 
stories and revealing character. Steele and Addison and 
all their following worked this method to exhaustion. 
Fro the time of the Greek satirist Lucian (125- 
200 A.D.), imaginary letters” had been a safe way of 
satirizing one’s neighbors, and a certain evil-minded 
Tom Brown was filling London with such things in 
Addison’s time. Naturally some of this found its way 
to the periodicals, y Indeed the periodical essay itself 
was only the printed extension of a sort of semi-public 
correspondence, — ^the gossipy news-letters ” sent out in 
manifold by professional sjpribes to subscribers in the 
country at every trip of the mail-coachy Little of the 
intimate and racy tone of these documents was lost 
when quill pens gave way to printing presses. 

Another tradition fro Lucian reached an importance 
at this time that cannot be ignored. ^This was a method 
of satire still in practice today and con- 
j^S'he veniently designated as the device of 

^>et ched “the detached observer4^ With Lucian 

Ob rver this observer had been Charon, who 

ferried the souls of the dead acr(5ss the 
Styx to Hades, and made observations of his prospective 
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patrons. The Visions of the Spanish satirist Quevedo, 
early in the seventeenth century, represented the author 
as variously conducted on a mad round of observation. 
Le Sage, only two years before the Tatler, published in 
France his Diable Boiteux, in which a little demon on 
crutches transports the author over the house-tops and 
permits him to see all that is passing below. This was 
promptly adopted by all of Europe, the English version 
taking the title, The Devil on Two Sticks. From 
omniscltent observers like these it was easy enough to 
pass to such creations as the “Tatler,” “Spectator,” 

“ Rambler,” or “ Connoisseur,” or the more naive 
creatures from foreign lands, like Montesquieu’s “ Per- 
sian ” in France or Goldsmith’s “ Chinese Official ” in 
England. Addison’s “ Spectator ” was perhaps more 
. clearly individualized than any other of these, preserving 
his curtain of mystery to the end, yet constantly revealed 
to us in his s hyne ss, h is silen ce, and his p enetrating ob- 
servation. He is the best instance available of imper- ' 
sonality made personal, and his offspring of today — Mr. 
Dooley and Hashimura Togo, for example — appear 
commonplace beside him. 

'^It is not far amiss to regard the periodical essay of 
Steele and Addison as a resultant of all these forces: 

the familiafii'-mnbling chat of Mon- 
A Resultant taigne, the more formal and serious 
of Forces dicta of Bacon and Dryden, fiction in its 
several forms, comedy of manners, 
character-writing, correspondence, and The Devil on 
Two Sticks*. Only on such an assumption does its in- 
finite variety become not merely possible, but necessary. 
»3Fhe public was responding to such things as these; all. 
resouraes were necessary for authors who would hold 
the readers of London six times a week. Consequently 



130 The Typical Forms of English Literature 

the essayists adopted freely all the methods and devices 
that promised to serve their turn, and managed some- 
how to preserve a uniformity of spirit and point of 
view throughout.- 

* It is impossible to generalize far regarding the Tatler 
and Spectator essays, particularly the latter. Neither is 
it possible to judge their comprehensive- 
Conte ts ness from any book of selections, made 
up largely of Sir Roger de Coverley ” 
papers. While the bulk of their material is social satire, 
concerned with England in all its possible phases, there 
are also to be found worthy specimens of philosophical 
discussion, criticism of music and letters, moral nar- 
rative and historical anecdote, running commentary on 
stage performances, and occasional dabblings in science. 
The current history and political controversy so promi- 
nent in the Tatler were judiciously omitted from the 
Spectator, and subsequent essayists did not restore them^^ 
Addison has set down his principles of organization, 
in the Spectator for September 5, 1712. They seem to 
conform to his own practice and that 
Of anization. of his successors: 

‘‘Among my daily Papers which I 
bestow on the Publick,^there are some which are written 
with Regula rity and Meth od, and others that run out 
into the Wilderness of those Compositions which go by 
the Name of Essays. As for the first, I have the whole 
Scheme of the Discourse in my Mind before I set Pen 
to Paper. In the other Kind of Writing, it is suflBcient 
that I have several Thoughts on a Subject, without 
troubling myself to range them in such Order, that they 
may seem to grow out of one another, and be disposed 
under the proper Heads. Seneca and Montaigfie are 
Patterns for Writing in this last Kind, as Tidly and 
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Aristotle excel in the other.^ When I read an Author 
of Genius who writes without Method, I fancy myself 
in a Wood that abounds with a great many noble Ob- 
jects, rising among one another in the greatest Con- 
fusion and Disorder. When I read a methodical dis- 
course, I am in a regular Plantation, and can place 
myself in its several Centers, so as to take a View of all 
the Lines and Walks that are struck from them. You may 
ramble in the one a whole Day together, and every 
Moment discover something or other that is new to you ; 
but when you have done you will have but a confused 
imperfect Notion of the Place: In the other, your Eye 
commands the whole Prospect, and gives you such an 
Idea of it as is not easily worn out of the Memory. 

** Irregularity and Want of Method are only support- 
able ki Men of great Learning or Genius, who are often 
too full to be exact, and therefore chuse to throw down 
their Pearls in Heaps before the Reader,, rather than 
be at the Pains of stringing them.’^ 

Through the entire eighteenth, century the periodical 
essay retained the popularity Steele and Addison had 
given it, and deviated little from the 
i hteenth- subjects and methods they had tried and 
Century found good. Of the vast number of 

I itators such publications, a representative list 

was collected and reprinted by Alexan- 
der Chalmers in 1803 under the title of The British 
Essayists. In his volumes appear also: 


The Guardian I 7 I 3 Steele et al. 

Th^ Rambler 1750-52 Samuel Johnson 

The Adventurer i752-'54 Dr. John Hawkesworth 

|The World I 753 -Sd Edward Moore et al. 

The Connoisseur 1754-56 George Colman and onnel 
. Thornton 
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The Idler 1758-60 Samuel Johnson 

(published in Universal Chronicle) 

The Mirror 1779-80 A group of Edinburgh wits 

The Lounger 1785-87 Edinburgh wits 

The Looker-On 1792-93 William Roberts 

Of the product of the mid-eighteenth century, the 
most distinctive work is that of Dr. Samuel Johnson, and 
of Oliver Goldsmith, whose two series. 
Doctor The Bee (1759) and The Citizen of the 

Johnso World (1760), Dr. Chalmers ^aw fit 

to omit from his collection. If Dr. 1 
Johnson had any inclination to catch and hold the atten- 
tion of the man of the streets and the lady of the 
drawing-room, he was sadly lacking in the adroitn^^^jj^, 
the grace, and the brilliancy requisite for such an effort. 
His mind gravitated to serious subjects in the fields of 
ethics and literary criticism, his social satire was over- 
blunt, and his wit was slow and ponderous. The good 
Doctor’s conversation, as we judge from Boswell’s 
records, was vigorous and entertaining, but it is only 
occasionally that he imparts the virility and point of his 
conversational style to his essays. Certain mannerisms 
in his writing stand out all too prominently, — ^his vague, 
abstract introductions to what is essentially concrete 
subject-matter, his lexicographer’s vocabulary, and his 
peculiar balanced sentences, almost rhythmical in the 
regularity with which one clause answers to the other v' 
'"The consciousness of my own abilities roused me 
fro depression, and long familiarity with my subject 
enabled me to discourse with ease and volubility; but 
however I might please myself, I found very little 
added by my demonstrations to the satisfaction of the 
5. company; and my antagonist, who knew the laws f con- 
versation too well to detain their attention long upon an 
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tinpleasing topic, after he had commended my acuteness 
and comprehension, dismissed the controversy, and 
resigned me to my former insignificance and per- 
plexity/' ^ 

Goldsmith's sprightliness is in delightful contrast to the 
gravity of his friend and associate.^ He brought to his ' 
essays the sentiment and humor of a 
Golds ith Celtic temperament, the imagination of 
a poet, and a power of vivid and con- 
crete creation that was later to give him success in 
comedy and the novel. He alone, in his Beau Tibbs and 
** The Man in Black," produced anything worthy to com- 
pare with the Sir Roger de Coverley group developed by 
Steele and Addison. He presents these characters as the 
trained dramatist might, in action and conversation, amid 
a carefully constructed stage-setting, and makes them 
actually live and breathe before our eyes. He is fond of , 
pathetic situations as well as comic, and all his satire is I 
te pered with sympathy.^ 

The Ro antic Revival, at the end of the eighteenth 
and be innin of the nineteenth century, affected the 
personal essay as it did practically every 
ffects of other literary form.'^n the first place,G; 
the o a tic it placed a new value upon the personal 
Reviv 1 — element itself.^ The hundred years of 
Perso ality periodical essay-writing just considered 
serve in a way to reveal personalities, 
but not entirely. As already noted, Tatler, Spectator, 
or Guardian is never really Dick Steele or Joseph Addi- 
son. He ay be either of the in a given instance, or 
perhaips Pope or Arbuthnot He is rather a shadowy 
embodi ent of honest and well-balanced public opinion. 

Scholar’s Co plaint of His ashfulness," The Ra 
iletf No. 57. 
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and his utterances win approval* not because they are 
individual things, but because they conform so well to 
the ultimate opinion of the cultured class, when this has 
had time to take stock of itself. Goldsmith’s sentimental 
concern with poverty and the lower classes anticipates 
later originality of ideas, but it was safeguarded by the 
approval of a rapidly-growing faction of humanitarians. 
It remained for Lamb to interest people in thought and 
expression because it was his own. 

V The favorite subjects of the romanticists found their 
way into- the personal essays of this period. Lamb^ 
gave medievalism a new application in 
Ro a tic his fondness for the old folio editions 
ubjects of Elizabethan and still earlier writers. 

Hazlitt and he together gave utterance ^ 
to the new appreciative and impressionistic sort of 
ccitj^m. Hazlitt went farthe r and in siste d on the ind i- 
vidt ^s inde ^gndSice^f the crowd an d the superior de- 

liglifg of 

Give me the^lear blue^I^ over y head, and the 
green turf beneath my feet, a winding road before me, 
and a three hours’ march to dinner — and then to think- 
ing! It is hard if I cannot start some game on these 
lone heaths. I laugh, I run, I leap, I sing for joy. From 
the point of yonder rolling cloud, I plunge into my past 
being, and revel there, as the sun-burnt Indian plunges 
headlong into the wave that wafts him to his native 
shore.” ^ 

^ Leigh Hunt with his cockney affiliations, kept more 
affection for the town than for the country, but con- 
|emplated it in minute detail with a poetic appreciation 
of its emories and deHghts akin to Walter Scott’s 
reverence for the border country. De Quincy and 
“ On Going a Journey.” 
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Coleridge dreamed in their essays as in all their othef 
writings ; one wandered where his abundant fancies took 
him, and the other led his public groping through the 
mazes of his speculations* 

There is much of profit and delight in the writings of 
all this group, but Charles Lamb in particular has found 
his way to the hearts of English-speak- 
Personality ing peo ple everywhere . Poor, p lodding , 
i Lamb stamme ring , mu ch-afflicted Elia , with , 
5, his infinite affection and infinite jest 

i n the very s hado w of a madh ouse, lie may have failed 
in dra ma a nd may be a poet of one poem, but he is 
a prince among personal essayists . His personal experi- ^ 
ence and impressions are not merely transmitted to his j 
readers. They are infused and colored with the en- ) 
thusiasm of his emotions and the kaleidoscopic, lights ^ 
of his fancy until we recognize the commonplace material 
otit of which they are made only to marvel that the com- 
monplace can be given such a charm and fascination^* 
We remember who and what Bridget Elia was, — ^the 
tragedy that darkened her life and the frequent lapses 
of mind that saddened her relations with her brother, — 
we compare this with the reminiscences in such an essay 
as Old China, and we begin to understand the power 
of Lamb's art. 

'^Much of the secret of Lamb's charm lies in his 
wbimsicalityL, He poss essed to a high d egree the facult y 
of the ol d me taphy sical ^ets " whom 
His Whi -j he lov ed, the kn ack of catching a flash 
sicality of resembl ance^i S^en things fa r re- 

mote. A blackened chimney-sweep 
parts his lips in a smile, and Lamb is struck by the 
Tcontrast to the white and shining ossifications " thus 
displayed. It is/^ he thinks, as when 
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a sable cloud 

Turns forth her silver lining on the night ” 

The roasting pig is just done to a turn on the spit — “ To 
see the extreme sensibility of that tender age, he hath 
wept out his pretty eyes — radiant jellies — shooting 
stars His method of construction, which usu- 

ally proceeds by association of ideas, does so willfully, ^ 
and fairly flaunts its illogical sequence in your face; 
‘‘And now,’’ he remarks at the end of “Old China,” 
after pages of reminiscent conversation between?> himself 
and Bridget, “ do just look at that merry little Chinese 
waiter holding an umbrella, big enough for a bed-tester, 
over the head of that pretty insipid half-Madonnaish 
chit of a lady in that very blue summer house.” His 
tantalizing way of dealing with real people is the height 
of whi sicality, and reaches its climax in “ Christ’s Hos- 
pital Five and Thirty Years Ago,” where Elia takes issue 
with the statements his old school-fellow, Charles Lamb, 
had made in a previous essay. 

/ Lamb’s style is in keeping with the operations of his 
thought. His essays are packed full of scraps of quota- 
tions, many of them from Elizabethan 
His tyle authors of whom he had almost exclu- 
sive knowledge in his time.v/His sen- 
tences constantly take unexpected turns or run off into 
parentheses, and many of them never really end at all., 
But sentences in conversation may do just such things. 
His favorite mark of punctuation is a dash ; and next to 
that, perhaps, comes the exclamation point, fo r he_is , 
much given to emotion al ou tbursts . His v ocabul ary is^’ 
f ull of surpri ses. He had a rlchf store of expression s 
from his old aut hors, and enjoyed introducing t hem un- 
e xpectedly t o sta rtle and_p erhaps-J:Q^-p4^ r^id ^ 
He had his tricks _ aud wie recognize~thf,m all^oo wdl/ 

4 . 


The Personai Essay [ 137 

But our own regard for him is not because of sucb 
vagaries, but in spite of them. 

In addition to this closely-associated group of more or 
less romantic essayists — Hazlitt, Lamb, Hunt, and De 
Quincey — there are a few others who 
The Vic- belong to this revival of the familiar 
toria ssay essay in the early part of the nineteenth 
century. -- Dickens and Thackeray, w e 
may recall, wrote delightfully in this form. Washington 
Irvingis Sket ch-Bo ok is prin^rily a book o f personal 
"e ssays, t hough it begins as a series of travel sketches, and 
contains a number of short stories in a very slight essay 
framework. The Victorian period of literature, how- 
ever, is notable for the maturity of the longer and more 
f ormal type of expos itory jessav>Jn whi ch conten t, is of 
SrsFlmi^tan ce. c learness an d polish of style are _sec- 
radary^nd personality appe ars chiefl y m the „c^ink)ns 
presented or the -dis tinctive features of style. The fa- 
miliar conversational tone is gone, an 3 ‘~carefully knit 
organization has replaced the pleasant ramblings far 
afield and back again.v 

pfessays of this more for al sort had been appearing 
since the development of English prose style, but the new 
life that came to English “reviews*’ 
The Review and other magazines with the establish- 
ment of the Edinburgh Review in 1803 
greatly encouraged such compositions. They were" 
printed as book-reviews, but in reality were treatises on 
the same subject or in some way connected with the same 
subject treated in the book whose publication served to 
justify their own appearance-/ Thus Iji facaulay’ s Essay 
jon M ilton, with its familiar discussion oTTEeTPunfans 
andT' mparison of Milton’s art with that of Dante, was 
apparently prompted by a current edition of the Latin 
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Treatise of Christian Doctrine. As time went on, and 
the reading public formed an unmistakable liking for 
such popularizing of knowledge, these expository essays 
began to lose even their semblance of book-reviews, 
though there is an obvious advantage in approaching a 
semi-technical discussion through the ^‘lead’' of some 
current book or event. 

'^Tn the vast field of the Victorian expository essay are 
represented the usual subjects of popular interest, — ; 

politics, religion, history, biograp hy,'' 
Victoria and liter ary critiosmTIikewi sj:, a long and 

ssayists f amiliar lis t of distinguished literar y 
men, — Macau lay. Joh n Wilson,., ..Carlyle, 
Matthew Arn old, Rusldn, Huxlgr, ^Eater,^. an d Tohn 
S tuart Mill . It is impossiBIe*To estimate the service ^ 
of these journalistic scholars in widening the boundaries 
of English thou^t and raising the standards of English 
cuESE?^ — T heir work "was not entirel y insular. It found 
worthy models across the Channel, both in Germany and 
inHFrance; and it was widely circulated and deeply 
appreciated among American readers. Carlyle was 
recog nized more promptly in New England than at 
ho meTA rnold made aiTAm^ericaiiJScSu^ ^ a ridTT^r- 
son~aad Low ell in re turn made a distinct imp ressioiL. 
u pon English thoughtv>r _ 

Jin recent years the number of reviews and kindred-, 
periodicals has continued to increase, and there is ap- 
parently an unlimited supply of this 
Critical scholarly literature to fill their pages. 

Essayists Modem specialization in thought has 

of Today affected the character of this supply to 
some extent, limiting the field of each 
particular essayist and rendering the entire outputp^ome- 
whaLmore academic. A n essayist in literary criticism, 
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for example, is likely to occupy a post at some univer- 
sity, and probably discusses no other subject, unless it 
be the closely connected one of biography. There has 
been no lack of capable representatives, however, in this 
or other fields, as is indicated by such names as John 
and Henry Morley, Frederic Harrison, Leslie Stephen, 
Edmund Gosse, A, C. Bradley, and Sir Sidney Lee in 
Great Britain, and in America George E. Woodberry, 
Thomas Lounsbury, and Bra nder Matthews . 

Along with this continuance of interest in the more 
formal essay, there has come a marked revival of essay- 
writing in the familiar, personal man- 
Recent ner. The fact that this is almost exactly 

Personal coincident with the present renaissance 
Essayists— of poetry may tend to emphasize .the 

teve son analogy pointed out earKer-between per- 

sonal essay and lyric. At any rate more * 
people are writing bright, pithy, thoroughly readable | 
familiar essays today than in any previous generation, 
except perhaps that of the romantic poets. The activity 
began perhaps with Robert Louis Stevenson, whose wide 
interest in people, susceptibility to impressions, and I 
genial optimism equipped him in an unusual degree to 
serve the world in this way.. His essays, written at ir- 
regular intervals and with no very consistent purpose, 
are most of them accessible in the collection Virginibus 
Puerisque (1881), in Underwoods (1887), and in Mem- 
ories and Portraits (1887). His travel papers, An In- 
land Voyage and Travels with a Donkey, may be well 
regarded as only extended personal essays, and exercise 
the same charm upon us. Any attempt at the analysis 
jd this charm is likely to arrive at nothing better than 
the om word personality,” and that the personality of , 
Stevenson. As truly as did Lamb and Hazlitt, who were 
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his models, he reveals himself to his readers, — ^the 
subtlety of his feeling, the delicacy and whimsicality of 
his imagination, the buoyancy of his spirit, — and this 
with a grasp of colloquial phrasing in all its possibilities 
that few men have acquired. 

Criticism of contemporaries in literature is subject to 
constant modification; there is much uncertainty in 
merely compiling a list of representative 
Conte po- names. Certainly there can be no quar- 
raries rel with the following: Augustiife Bir- 

rell, Austin Dobson, A. C. Benson, E. ^ 
V. Lucas, G. K. Chesterton, John Galsworthy, Hilaire 
Belloc. If anyone complains that no one of these is an 
American, it is possible to add with good grace John 
Burroughs, whose familiar papers about nature easily 
admit him to the ranks; Charles Dudley Warner and 
Donald Grant Mitchell, of a somewhat older school ; and 
of the present day Stephen Leacock, the Canadian col- 
lege professor, and Simeon Strunsky and James Hu- 
neker, who are doing so much to find the arf and beauty 
in the sordid details of New York City. 

Among the English group, certain modern tendencies 
are represented clearly enough to be apparent to even 
the casual reader. They all keep hold 
Prese t rather reverently upon the traditions of 

Tende cies Lamb, Hazlitt, and Hunt, particularly 
Lucas, who has gained fresh inspiration 
as Lamb’s editor and biographer, and Dobson, who has 
apparently re-created the eighteenth century in his own 
imagination. ^They appear, however, to be men of richer 
emotional possibilities, and to have taken greater pains 
to convey to their readers all the finer shades of feeling:, 
that have entered into their experience. The relzlion of 
initial impulse to the ood and reflection it produces is 
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often so unique and individual that the essay may prop- 
erly be classed as impressionistic. The imagination is ^ 
given the freest possible play, and while the writers 
rarely attempt the whimsicality of Lamb, they embroider 
and enrich their utterance with suggestion and implica- 
tion and allusion until it challenges and gratifies the 
most alert and appreciative reader. Graceful subtlety , 
has thus become the ideal of the personal essayist, just 
as an ability to read between the lines, a sensitiveness to 
harmony and over-tones, is a requisite in his audience. 
Beauty has entered into the essay as never before. Na- 
ture essays revel in the beauty of glade and hill; reac- 
tionary urbanites, apostles of Leigh Hunt, find beauty 
in the crowded ways of some metropolis ; all are on the 
alert to catch a glimpse of it, and to portray it again, 
heightened and idealized until it glows with warmth and 
color. The old fondness for satire has not been lost; 

\ the old assumption of familiar conversation has not dis- 
; appeared. But the personal essay is refined and refined 
again until it is a piece of genuine artistry.-^" 


Technique of the Personal Essay 

'^The difficulty of the personal essay lies in its very 
familiarity and r amhHng It is the diffi- 

^ culty of lifting such things above the 

Di c Ity hopelessly commonplace, of infusing 

of the Type into them a personality that is clearly 

worth the knowing, an impression or 
an idea that sparkles with novelty or originality, a grace 
of expression such as belongs to an artist in words. ^ The 
,problem of the personal essay for the critic lies not on 
the mechanical side, but on that of appreciation of its^ 
inner values. 
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- As already indicated, the ^n^e^tipn of such an essay 
is akin to that of a l yric p oenu Something — an inci- 
dent, a sentence in a book, a bit of con- 
Emotional versation — awakens a train of thought 

Impulse or flashes into the author’s mind a point 

of view capable of extended analysis. 
In almost every case this merely intellectual operation 
involves the exercise of feeling and imagination, some- 
times in advance of the thought, sometimes attendant* 
upon it' Lamb’s “ Old China is supposed to groV out , 
of a conversation with Bridget over the odd figures on a 
china plate, and her longing for the good old times when 
they could rarely aiford to buy such things, A well- 
known essay of Hazlitt describes the discussion that 
followed a question by B as to what character from 
the past one would most wish to have seen. Both Lamb 
and Hazlitt approach the essays thus initiated with some- 
thing of a lyric mood, — ^tender reminiscence in the one 
case not unlike that in ‘‘ Old Familiar Faces ” ; sug- 
gestions of reverence and love mingled with personal 
satire in the other, v Of course, as is true in poetry, these 
external impulses may be largely imaginary without 
weakening the effect, provided the author’s creative 
power is convincing enough.'^/ 

The prose essay, in its development, continues to re- 
semble the lyric in that it employs some combination 
of these three essential elements; ppn- 
sse tial trava L^of the initial impuls e, with more 

Ele ents or less imaginative detail; pr esentatio n 

of an idea or a train of related tho ugdits 
aroused by this impuls e; emphasis upon the e otiona l 
n^.dL awakened. These appear in varying order and 
proportions, or are so involved with each other as atoost 
to defy analysis. Most of the *'Sir Roger” papers. 
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Goldsmith’s presentation of Beau Tibbs, and all essays 
that are strongly dramatic or of the narrative type, give 
most of their space to the External situation, coloring this 
with imagination and emotion. Since Lamb the emo- 
tional feature of essays has grown in importance. There * 
are more passages of rhapsodizing, more exclamation 
points, as well as a more thorough infusion of all de- 
tails and passages with the mood in which the author 
views them. The intellectual side of the essay has been 
always with us, and is the element that associates the 
familiar essay most closely with the formal or ex- 
pository essay 

v^^raditionally the line of thought in an essay is critical ^ 
and satirical, aiming to bring the weakness of certain'' 
existing customs or conditions into ridi- 
atire cule by putting them in comparison with 

the norm or accepted ideal of human 
conduct.- Sometimes this is made more effective by 
instituting comparison not with accepted standards but 
with those of some presumably low stage of civiliza- 
tion, and, -'finding existing conditions still absurdly de- 
fective. Thus the naive comments of Goldsmith’s 
Chinese Official are all the more severe a satire on 
eighteenth-century England. In most cases, particularly 
in the later stages of essay-writing, the satire is not an 
open and organized arraignment of society at all, but is 
brought out by a series of subtle Ihints or touches of 
innuendo, so that it is the cumulative effect that counts. 
^??nits inner construction the personal essay follows 
one of two methods or falls somewhere in between them. 
It may be either a logical organism, as the ^ xpositpiy 
essay usually^is, and built upon a s kelet oiL outline that, 
develops the thought naturally and concisely; or a rai y^ 
bling series of paragraphs related as the steps in cg^- 
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versation or the units of thought in an unrestrained 
mind are, by mere association of ideas. We have all had 
the experience of pausing in the midst of 
ethods of a wandering conversation or stopping to 

Co structio take stock of our musings when sup- 

posed to be attending to a sermon or 
lecture, and trying to trace the mental processes by 
which we passed from a fairly definite starting point to 
the most recent subject of interest. 'l^Taturally the writer 
who can most nearly approximate such a process Should 
be most successful in creating the illusion of conversa- 
tion. 

This is stating the matter a bit strongly, for in actua| 
conversation educated people are not forever dashing off 
at tangents, and arriving, after a half- 
A U ifyi hour or so of such exercise, at a point 
Idea not even visible from their first position. 

v The first interesting topic they hit upon 
becomes a sort of center for their wanderings, the open 
place in the forest to which they return again and again 
to get their bearings anew before they adventure into 
untried and perhaps denser thickets. This same analogy 
will serve for the structural plan of the ajorify of 
familiar essays. Wherever their speculation turns, the 
unifying idea is never far away, and is constantly Re- 
iterated so that it directs nd dominates the whole. ^ 


Subjects for Study 

1. The social back round of the early periodical essays. 

2 . Treat ent of one of the following topics in the Spec- 
tator: theaters; fashions; dubs and coffee-houses; women; the 
Orient; foreigners; vice; nature; philosophical theories ^liter- 
■ary criticis . 

3. Co pariscm of ethods of characterization in; (a), char- 
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acter-writings ; (b) Spectator papers; (c) comedies of Gold- 
smith and Sheridan; (d) eighteenth-century novel. 

4. Relation of current letter-writing to the Spectator essays; 
to the early novel. 

5. Relation of Lamb’s style to that of Laurence Sterne and 
his imitators. 

6. Comparison of Stevenson the essayist and Stevenson the 
writer of fiction. 

7. The device of the “detached observer” * the popular 
literature of today. 

8. Carlyle as a “personal” essayist 

9. Living English essayists. 

10. Preparation of a personal essay based on actual experience 
or environ ent 


Collections 

A Century of English Essays, Chosen by Ernest Rhys and 
Lloyd Vau han. Everyman’s Library: Dutton & Co. Cloth, 
40 cents. 

An anthology ranging from Caxton to Stevenson and the 
writers* of our own time. A rich selection with a slight intro- 
duction. 

Selected English Essays, Chosen and arranged by W. Peacock. 
World’s Classics : Oxford University Press. Cloth, 35 cents. 

A convenient and comprehensive selection, except for recent 
writers. No introduction. 

A Book of English Essays, i 6 ochigoo. Chosen by S. V. 
Makower and B. H. Blackwell. World’s Classics: Oxford Uni- 
versity Press. Cloth, 35 cents. Not unlike Mr. Peacock’s 
collection. 

Selected Essays, Edited by Claude M. Fuess. Riverside Litera- 
ture Series: Houghton Mifflin Co. Paper, 30 cents; cloth, 40 
cents. 

The English Familiar Essay, Representative Texts, edited by 
W. F. Bryan and R. S. Crane. Ginn & Co. Cloth, $1.25. 

A limited and so ewhat conventional selection of essays 
fro Bacon to Stevenson. Excellent historical and critical 
introduction and good bibliography. 

English Essays, Ed. by W. C. Bronson. Holt & Co. Cloth, 
$1.25. 

Representing about twenty-five English writers fro aeon 
to Stevenson. Notes, but no introduction. 
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The Great English Essayists. Edited by W. J and C W. Daw- 
son. The Reader's Library: Harper & Bros. Cloth, $1.00. 

Essays preceded by a sketch, “ The Genesis of the Essay," and 
grouped as: Classic Essay, Letter Essay, Short-Story Essay, 
Biographical and Critical Essay, Impassioned Prose, and Fa- 

iliar Essay. 

English Essays. Edited by J. H. Lobban. Warwick Library: 
Scribner's Sons. Cloth, $1.00. 

A fairly full collection, chiefly from the eighteenth century, 
with critical introduction. 

The British Essayists. Edited by Alexander Chalmers. 45 
vols. First edition in 1803; several times reprinted. 

The Gleaner: a Series of Periodical Essays. Edited by Nathan 
Drake. 1811. 

These two are the original collections of the periodical essays 
of the eighteenth century. They are out of print, but have not 
been superseded. 

The Oxford Book of American Essays. Chosen by Brander 
Matthews. Oxford University Press, American Branch. Cloth, 
$1.23. 

A satisfying collection of miscellaneous A erican essays, cov- 
ering the entire period of our literature 

Modern Essays. Selected and edited by Berdan, Schultz, and 
Joyce. Macmillan Co. Cloth, $1.23. 

Thirty-three essays by modern authors in England and 
A erica. About half are of the personal or fa iliar type. 

Critical Discussions^ 

I 

Dr. Nathan Drake, Essays Biographical, Critical, and His* 
torical, illustrative of the Tatler, Spectator, and Guardian. 3 
vols. 1805. 

Dr. Drake, Essays Biographical, Critical, and Historical, illus- 
trative of the Rambler, Adventurer, and Idler. 2 vols. 1809^10. 

William Hazlitt, On the English Comic Writers. 1819. 

William M. Thackeray, The English Hu orists of the 
Eighteenth Century. 1851. 

II 

Orlo Williams, The Essay (The Art and Craft of Letters). 

York (Doran ^ Co.). 

* See page 36, note. 
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/ Hugh Walker, The English Essay and Essayists (Channels 
of English Literature). New York (Dutton & Co.), 1915. 

C. T. Winchester, A Group of English Essayists of the Early 
Nineteenth Century. New York (Macmillan), 1910. 

Laura J. Wylie, “The English Essay,” in Social Studies in 
English Literature. Boston and New York (Houghton MifHin 

Co.), 1916. 



VI 


THE NOVEL 
History 

The English novel has been a comparatively late type 
to develop, but it more than makes up for this fact by 
its long and complicated lineage and the 
e i ni s immense productivity and popularity it 
has had in the past two centuries/ Occa- 
sional specimens of what critics later accepted as novels 
appeared in the midst of Elizabethan activity, and vari- 
ous approximations of the type — ^most of the foreign 
borrowings — were produced in the seventeenth century, 
particularly toward the close of it ; but the genuine Eng- 
lish novel belongs to the eighteenth century, beginning 
before the efforts of Richardson and thoroughly estab- 
lishing itself before the time of Walter Scott,, Only the 
latest of such stories were spoken of as “ novels ” in their 
own day. This word came into the language with the 
short Italian tales {novelle) of the sixteenth and 
seventeenth centuries, and had its application limited to’ 
such stories for a long time. “ History ” was the ore 
usual word for the more comprehensive story, “ m§moir ” 
was frequently employed, and “ romance ” served many 
purposes.'*^ Indeed, the student of the novel who is 
tempted to search a bit among early specimens is 
likely to be sadly confused by the terminology he finds 
there. 

Since Scott we have, not been particular about dis- 
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tinguishing novels from romances, and even when we 
set apart a story as an historical novel,” it is likely to 
be about as true to historical fact as 
The Old CUopatre or Le Grand Cyrus, typical 
Ro ance romances of seventeenth-century France, 
Some simple distinctions, however, will 
not co e amiss at this point in our study. ^ The romance, 
we have seen, following hard upon the epic, dealt like 
it with great historical characters, but submerged the idea 
of thedi'as instruments of fate fulfilling the destiny of 
nations. Instead it emphasized their martial achieve- 
ments, their panorama of adventures, above all their over- 
powering and all-enduring passion of love* The romance 
had no such unity as the epic, but piled adventure upon 
adventure or employed one device after another to keep 
devoted lovers separated, and was often so constructed 
that whoever chose might take up the pen that fell from 
an exhausted hand and add a sequel of many hundred 
pages. The proper medium of the romance was prose. 
Even the Arthurian cycle, for all its splendid treat ent 
by French poets, reached and captured the people in prose 
renderings like Malory's Marie If Arthur. 

The middle classes of Europe found entertainment for 
centuries in another kind of fiction. Sometimes it was in 
verse, ore frequently in prose. It was 
arly concerned much less with kings and 

Popul princesses than with the man of the 

Fictio streets, the sharp-tongued housewife, or 

the shrewd, intriguing priest. There was 
uch of love and lovers in its pages, but this was the 
love of Darby and Joan, not the grand passion.” In 
every sense these were stories of the here and now,” 
with concrete pictures of anners and customs, and a 
simple but eifective anner of expression. The narrative 
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rambled at times, but in the main the stories had a dis- 
tinct objective point, moved toward it with some rapidity, 
and then stopped — in considerably less than the hundred 
pages a romance would have used in merely getting under 
way. These were the novelle of Italy and Spain, provid- 
ing ^‘filling” for the polite framework of Boccaccio’s 
Decameron or the Heptameron of Margaret of Navarre, - 
supplying the English stage from Shakespeare to Ford 
with plots of thrilling intrigue, and entertaining the 
middle classes of all of Europe. 

- Somewhere between the extremes of heroic romance 
and popular novella lies the province of the novel. It 
i prefers real peojple .to an idealizj^d 
The Province royal ty a nd pr esents them, jn a more or 
of the Novel less realistic way. It aims at an organic 

Tl— II- -- linn--- 

unity ..of 

exceptions — ^has the merit of stopping when it is done. 
Still the plot of a novel is more comprehensive and the 
actual time involved is longer than in the novella. The 
novel is largely concerned with love, — ^neither the supreme 
devotion of romance nor the hard, cynical thing too 
common in novelle. It would be a simple matter if the 
i^ovel could be explained as a mere fusion of these two 
older forms of prose fictionv But modifying influences 
have entered in to make the problem of origins consider- 
ably more difficult. 

j In the first forty years of the eighteenth century, the 
various ingredients of the English novel were in the 
crucible. Prior to that period there are 
ixteenth a d only five really significant literary pro- 
eventee th ductions, and one or two of lesser i - 
Ce turies portance, that require consideration in 
tracing the growth of this form. The 
five great documents, all but one Ivine within the six- 
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teenth century, are: Thomas Morels Utopia (1518); John 
Lyly’s Euphues (1579); Sir Philip Sidney's ^Arcadia, 
written before 1585 and made public in 1590; Thomas 
Nash’s The' Unfortunate Traveller, or The Life of Jack 
Wilton (1594) ; and Bunyan’s Pilgrim's Progress (1678)'. 
All of these were reprinted frequently, and the success of 
Euphues and Arcadia called out many other books written 
in imitation or seeking attention by making use of an 
already popular title.^ Attention should be directed also 
to such works as Roger Boyle’s Parthenissa ( 1654), repre- 
senting an English attempt at the heroic romance then 
popular in France; Aphra Behn’s Oroonoko (1688), 
sentimentalizing romance in the direction of opposition to 
slavery and idealization of the virtuous savage; the so- 
called biography” of this same lady (1696), probably 
manufstctured out of whole cloth; and the unique collec- 
tion of Modern Novels," preserved in the British 
Museum, and perhaps only a chance binding into twelve 
volumes of some forty novels ” or kindred works, 
originally published before 1693. Most of these last, it 
may be added, were translations from the French. 

The account of an ‘'ideal commonwealth” in Utopia 
was the work of a humanist scholar, in Latin, and prob- 
ably was suggested by similar documents 
More ad of antiquity, with a framework derived 
Lyly froip the numerous mariners’ tales of the 

period. It was didactic in its purpose, 
and accordingly deficient in plot and characters, as most 
of its numerous progeny have been.^ Lyly’s two volumes 

* Cf. Euphues Ms censure to Philautus, by Robert Greene, and 
Thomas Lodge’s Rosalynde, Euphues golden legacie, the latter 

'i:he sourcg^ of Shakespeare’s As You Like It. 

* See the collection o£ Ideal Commonwealths edited by Henry 
Morley and published in one volume by Dutton & Co. 
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— Euphues the Anatomy of Wit and its sequel Euphues 
and his England — ^have also little in common with the 
main developments of later fiction. They are rather 
compendia of rhetorical discussion and polite conversa- 
tion, of learned commonplaces exquisitely expressed ac- 
cording to a conversational for ula that pervaded the 
English court for more than ten years. There is one- 
really interesting character — Euphues himself— sur- 
rounded by a group of conventional types,” and there 
is a thread of plot if one can get hold of it. ^But the 
real interest is in such polished advice as the ‘^cooling 
cg.rde for Philautus, and all fond lovers,” and in long pro- 
cessions of similes from natural history arranged like this : 

“ The Sunne shineth upon the dounghil, and is not corrupted : 
the Diamond lyeth in the fire, and is not consumed : the fhristall 
toucheth the Toade and is not poysoned: the birde Trochilus 
lyveth by the outh of the Crocodile and is not spoyled : a per- 
fect wit is never bewitched with lewdenesse, neither entised with 
lasciviousnesse.** 

Sidney’s Arcadia presents the ost complicated profi- 
le of ancestry. It is of course a prose romance with 
interludes of verse, but that is not ex- 
The "Arcadia” pUcit enough. There were chivalric or 

d elate heroic romances like those of the Round 

,Ro ces Table, where knights without fear or re- 

proach risked everything on the chance 
of perilous adventures to bring fresh honors to the ladies 
of their hearts. There were romances of adventure, a 
Greek inheritance made popular once ore in the long 
Spanish and French A adis de Gaula, whose chief pur- 
pose seemed to be to send lover and lady separately^ 
through the ost interminable series of thrilling experi-'^ 
ences until they were at last> through sheer exhaustion 
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of artiiSce, onCe more united. This sort had various 
possibilities. It stooped to traffic with people who were 
not born in the purple. It could be expanded or ex- 
tended at will, and admitted the tale within the tale/^ as 
each new arrival might insist on telling the story of his 
own marvelous series of adventures. There was also the 
pastoral romance, cultivated in Italy and Spain, with a 
setting of peaceful meadows, in which nobility in disguise 
or masquerade disported itself beside cool fountains and 
suffered and analyzed the pangs of disprized love. Often 
these tales also incorporated a series of adventures, after 
the model of the old Greek Daphnis and Chloe, and there 
was usually a cast of supernatural actors — Pan and a 
satyr and a group of nymphs — ^and a very mysterious 
oracle. In all these ro ances there might appear at any 
time touches of realism or satire, only as foil at first, but 
looking toward the realistic and mock ro ances of a 
later day. 

The English Arcadia is something of all these things, 
and is still the delight and the despair of source-hunters. 

It is nominally a pastoral, like the Span- 
Lines of ish Diana of Montemayor, but as in the 
Relationship Diana its shepherds give place to knights 
and ladies, and sheep are kept at a re- 
spectful distance. It has the disguises of pastoral, with 
the conventional confusion of sexes and endless chain of 
lovers familiar to us in Shakespeare’s As You Like It 
The knights and ladies do not linger in pastoral solitudes, 
but pass through hair-breadth scapes ” and movin 
accidents by flood and field ^ like the characters in Greek 
romances or in Amadis de Gaula, or like Shakespeare’s 
own swarthy hero of romance, Othello. There is even 
the veki of comic realism, developed at some length in 
Sidney’s account of his genuinely rustic shepherds. 
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This historical composite was written in a style fully 
as mannered as that of Euphues, but in a very different 
way. Graceful circumlocutions took the 
Style of the place of the plain unvarnished words 
"‘Arcadia” Lyly grouped in antithesis, and nature 
similes gave way to a form of nature- 
personification, thus : “ the banks of either side seeming 
armes of the loving earth, that fain would embrace it; and 
the river a wanton nymph which still would slip from it.” 

Nash’s Jack Wilton was in part a protest against the 
vogue of the medieval romances, which persisted in a 
rude, popularized form. It took rather 
“Jack the form of the realistic rogue novel, 

WiltQ ” already known in Spain for fifty years 
through the medium of Lasarillo de 
T ormes and about to win new popularity there by means 
of Aleman’s Gunman de Alfarache. But Jack Wilton 
was not the graceless scamp of a vagabond (picaro) 
that has made these Spanish “picaresque” narratives 
the hard, unsympathetic things they are. He was a young 
page who, for all his tricks and evil practices, had good 
impulses and redeeming motives. Nash was not writing 
a mere catalogue of sharp practices. He was filling a 
gallery with vigorously drawn character-portraits fit for 
comedy, pointing morals and indulging in sentiment, in- 
volving well-known figures like the Earl of Surrey in 
delightfully romantic adventures, but above all he was 
leading the imagination of the English public back toward 
truth. In construction Jack Wilton resembles the pica- 
resque novels, and likewise not a few romances. It is the 
customary series of adventures, like beads on a string, 
always capable of extension so long as there are more 
beads in the box. Sidney, we shall see, strongly in%ienced 
the bourgeois rofnancing of Richardson ; Nash is the fore- 
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runner of Fielding, using the accepted methods but calling 
men back to the realities. 

^ Pilgrim’s Progress, while entirely allegorical in its pur- 
pose, has its chief historical value in the realistic effects 
it obtains from the use of simple and 
“ Pil rim’s concrete details presented in a language 

Pro ress” that is simplicity itself.'' The public for 

which it was composed represented fairly 
well the audience that would read and pass upon English 
fiction for generations to come, and the success of Bun- 
yan’s work helped arouse these people of the middle class 
to the desirability of bringing the romances down to earth. 

. To bring the romance down to earth : that was the 
mission that lay before the literary craftsmen of the early 
eighteenth century, and they achieved it 
I fluences promptly and effectively. The heroine.. 
Toward Pamela passed from the pastoral shades 

Realis of Sidney’s Arcadia to the servants’ 

quarters of an English country place 
Cyrus the Great yielded .the ceuter oi the stage to, Tom 
Jones, “ a foundling,” In this transposition of things the 
picaresque novek and* 1 the closely associated military 
’memoirs played a large part, and continued to be popular 
' in England throughout the century. A still larger influ- 
'^ente; on the negative side, was that of certain javowed 
realistic or mock-romances, of which the best known is the 
Bpanish Don Quixote ( 1605) which for a century had been 
spreading ifs" influence over all of Europe. More impor- 
tant than either of these was the growing popularity of 
the nqvelle and the employment of them for all sorts of 
literary purposes. Sometimes they were expanded into 
stories of considerable scope, sometimes inserted as epx- 

* It is a fact that the name of Richardson!® Pa ela was su 
gested to hi by Sidney's Arcadia, 
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sodes in romances and memoirs; more often they were 
combined ingeniously to form some longer and apparently 
organic unit of narrative. Structurally many of these 
were very well contrived, and with dozens of examples of 
well-knit comedy available to them on the stage, English 
writers were able to develop rather high standards of 
technique in their novels also. 

A very important factor in this whole development is 
the matter of character portrayal. In the history of the 
essay, mention was made of the fondness 
Portrayal of the seventeenth century for "‘char- 
of Character acters ” or satirical type-studies, as dis- 
played on the stage in Ben Jonson’s 
comedies, and in the bookshops by volumes or collec- 
tions of these much-detailed descriptions, the work of 
Hall, Overbury, or Butler. These ‘‘ characters were 
generic, but there was a corresponding vogue of “ char- 
acter portraits ” that were specific and individual. This 
’ vogue began with the French romances of the early seven- 
’ teenth century, in which analysis of characters and emo- 
tions was a stock feature. These romances were produced 
in and for the fashionable coteries, and soon emphasized 
the pastoral device of portraying real people from these 
circles as the heroes and heroines of their adventures. 
Skillfully managed, this procedure at once piqued the 
icuriosity of the entire reading public, and the power of. 
clever portraiture became an essential in every author^s 
equipment. The widow of Colonel Hutchinson, for ex- 
ample, found such portraits necessary to the biography of 
her husband, and Bishop Burnet scattered them freely 
through his History of His Own Time (1724). 

There were also the romans & clef and their nearest of 
,kin, the ‘^secret histories,” though the latter tetm was 
used vaguely for both varieties. These realistic little rp- 

"4 
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mances, often packed with scandal or with novella-stuff 
that passed for scandal, dealt freely in character-portraits 
that were meant to be identified. The 
Secret roman d clef depicted living contempo- 

Histories raries as denizens of Atalantis or Caro- 

mania or some other Utopian fancy; 
the secret history professed to lay bare the secret lives 
of deceased monarchs. Between them they managed to 
transfer all the essentials of the long-winded romances 
into condensed and readable narratives about very human 
personages with their feet upon the earth — or in the mire. 
They kept the psychological interest already to be found 
in the romances, toned down adventure and dialogue to 
the possibilities of everyday life, introduced numerous 
characters from the middle classes into their pages, and 
‘ made' intrigue — from the novelle or from actual experi- 
ence — a somewhat essential feature of romantic narrative. \ 
Novelists of the eighteenth century were not to do new \, 
things; only to utilize methods already tried and to use i 
them better. 

Many of the time-honored statements about the begin- 
ning of the modern novel must be taken with considerable 
qualification.^ We are told to date it from 
Rise of the Samuel Richardson, inventor of the type ; 
Modem but every feature of his technique and 

Novel practically all his situations had been 

thoroughly tested out before his time. 
He did not exactly discover the female heart; he only 
probed it more deeply and delicately. pAddison’s Sir * 
Roger is said to be a first study of character in action, 
and Goldsmith is credited with weaving such action into 
plot. They all contributed, as did scores of less-known 
craftsmen who kept presses busy and filled book-stalls to 
an extent that we can scarcely realize, even when con- 
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fronted by an authentic bibliography of the fiction of the 
century.^ Cultivating the novel toward the highest 
artistic achievement was as much an obsession of the 
eighteenth century as cultivating the language to the 
height of its literary possibilities was in the Elizabethan 
period. The average student must be content with an 
outline of larger movements and tendencies. 

The earliest of these tendencies may be designated as 
realism and sentimentalism. The former has been men- 
tioned frequently and needs no definition. 
Realis ^ As applied to the novel it may mean a 

and enti- more authentic delineation of character 

entails or a portrayal of everyday experiences in : 

their most sordid actuality ; it may in- • 
volve a study merely of the minute details of things, or 
an unwholesome fondness for the unclean and the dis- 
agreeable. Sentimentalism implies primarily a self- 
consciousness in the exercise of the emotions, particularly 
the shallower ones. In the midst of an emotional experir 
ence the subject is capable of analyzing his own conflict^ 
ing feelings and enjoying them as mental phenomena; 
Eighteenth-century sentimentalism acquired in its course 
certain more obvious features.^ Under the guidance of 
Laurence Sterne it indulged sensibility to the point of 
vagary or whimsicality, and deliberately played with the 
reader's patience.^ From the start it was eminently 
bourgeois^ and while it brought forth heroes from the 
middle class that it understood thoroughly, it was tempted 
constantly toward a royalty it knew nothing about. So! 

* Cf. Charlotte E. Morgan, The Rise of the Novel of Manners, 
New York, 1911 ; A. Es^ile, A List of English Tales an^ Prose 
^Romances printed before JT40, London, 1912. Prof. J. M, Clapp 
has, in preparation a complete bibliography of eighteenth-century 
fiction. 
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Richardson progressed from Pamela, through Clarissa, to 
Sir Charles Grandison. Likewise it could not decide 
whether to reclaim the villain, as Pamela did Lord B , 
or send him to destruction, like Clarissa's Lovelace. * The 
sentimentalists listened eagerly to Rousseau’s call ‘‘ back 
to nature," and joined the humanitarians in a rather 
unctuous sympathy for slaves, savages, criminals, dumb 
animals, and the victims of oppression generally. 

In Wilion, Nash had struck upon a distinct note 
of realism, in spite of the romantic adventures he intro- 
duced. ^The first Spanish picaresque 
Picaresque novels made this all the clearer. Right 
Narrative down to our own time these narratives 
of the picaresque sort have continued, 
often romantic in conception but always realistic in their 
details, always claiming our attention by incident and 
adventure rather than ty character portrayal, always con- 
structed like the necklace of beads and capable of infinite 
extension,^ It is of no particular concern whether their 
heroes are sharpers like Lazarillo or modern scientific 
analysts of crime like Sherlock Holmes and his host of 
followers. 

In the first half of the eighteenth century £ic2u*esgue ^ 
novels were acclimated to England by Daniel Defoe and 
Tobias Smollett Defoe approached his^ 
Defo work through the training of a journalist 

and pamphleteer, in which he had caught 
in a peculiar way the power of suggesting naive and un- 
studied veracity. By the time he undertook to develop 
the incident of Alexander Selkirk's shipwreck into The 
Surprising Adventures of Robinson Crusoe (1719), he 
had mastered jthe art that conceals art so thoroughly as 
to carry complete conviction to his readers. Tlie auto- - 
biographical method of picaresque novels fell in exacl^ 
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with his talents, and he published in rapid succession 
Captain Singleton {1726) /M oil Flanders (1722), Colonel 
Jacque (1722), and Roxana (1724): The realism in all of 
these is neither pointed into satire nor exaggerated 
through delight in revolting things for their own sake. It 
is tempered, indeed, by a rather strict Puritan morality, 
and the arbitrary conclusion that belongs to the type usu- 
ally takes the shape of a complete reformation in the 
leading character. 

Smollett’s realism was of a bolder, more pessimistic 
sort. All the sordidness and cruelty of one of the most 
sordid and cruel periods in English 
ollett civilization find expression in his work, 

while the hardships and excesses of Eng- 
lish seamen, known to Smollett by personal experience, 
darken his pictures still more. His st yle is fluetit,;racy, 
gnd pi cturesque, wiA^a^Jii^ilu^ent outcropping of , grim 
humo n^/ His satirical purpose is as evident as in the 
writings of Swift, and he makes frequent use of the 
methods of personal satire, direct or veiled, so prevalent 
since the Restoration. His History and Adventures of 
an Atom (1769), for example, is one of a long series 
of the ** detached observer sketches, inaugurated by Le 
Sage’s Diable Boiteux. Smollett’ s p icaresque novels, in 
order, a re RodericJ^Rmdgpi (1748), Peregrine Pickle 
ifi75iyj"]^|rKand, Count Fathom (1753), and Sir 
Launcelot Greaves Expedition of Hum'- 

phreyt^jClinker (1771) is a later and more complicated 
product} a novel of letters, presenting the events of the 
story from various angles and making the correspondence 
itself a form of characterization. 

^he novels of Richardson, beginning with Pamela, or 
Virtue Rewarded (1740), are generally considered to 
inaugurate the novel proper, as opposed to the rpmanceu 
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They are novels in their distinctively middle-class point 
of view, in their studied and consistent realism, — of char- 
acter this time, rather than of incident, — 
Novel and and in the organic unity of structure that 
Romance i their author masters after his first experi- 
Richardson ments with Pamela, Yet they^re able 
to retain and utilize a surprisingly large 
number of the methods and devices already familiar 
in a long series of romances and romans A clef. Both 
these Itorms had introduced a large amount of corre- 
spondence, and some of the latter were almost entirely 
letter novels. The elaborate analysis of passion and emo- 
tion was a romance tradition as old as the age of chivalry 
and medieval courts of love. Richardson’s long-suffering 
and^ell-nigh indestructible hef5ine‘s~^ii in direct line of ' 
descent from the French romances to Mrs. Anne Rad- 
cliff e./ Maxims and moral lessons had been employed be- 
fore with considerable freedom. Even the analogy Rich- 
ardson discovered between his principles of structure and 
those of formal tragedy had been anticipated a century 
earlier under the ‘‘ heroic ” vogue in France. To com- 
plete the comparison it should be noted that all of the 
risqui situations that startled Richardson’s readers can be 
paralleled in writers like Mrs. Manley and Mrs. Haywood, 
and that the public went promptly to work to identify 
Pamela and "Clarissa in real life.'^’ 

V To Henry Fielding, brought up like Defoe on journal- 
istic pamphlets and picaresque narrative, a self-conscious 
sentimental moralist was a natural 
Tieldi ^ ject for ridicule. The comedy of life 

Reactio appealed to him rather, and a realis 

that went outside of a lady’s b oudoi r 
and looked the laughing, sinning, and^ occasionally re-^ 
penlant old world squarely in the face. If romances. 
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the critics said, were a kind of prose epic, akin to the 
tragedy in royal dignity, his ambition was to write a 
‘‘comic epic,” and many of his suggestions came from 
the successfully staged comedies of his own and previous 
generations. The extravagant sentimentality of Richard- 
son occurred to him as a fit subject for burlesque, 
and he promptly began the story of Joseph Andrews, 
Pamela’s similarly tempted and equally immune brother. 
The result is partly burlesque, partly picaresque, but 
partly too a genuine and sympathetic portrayal of English 
life. For in the process of creation Fielding lost interest 
in his original purpose and developed his art to a com- 
pleteness and finality that made his Tom Jones (1749) a 
masterpiece of fiction that has not yet been surpassed.^ 
Here for the first time interest and skill in character por- 
trayal reached a parity with interest in adventure, so that 
a crowd of thoroughly individualized and widely repre- 
sentative Englishmen move busily and naturally about the 
scene, v There is a frank presentation of ugly detail, some- 
times with evident satisfaction, but the moral basis of 
the narrative is sound and wholesome. Finally there 
is a new conception of unity, manifest in the interdepend- 
ence of incident and character, and in the complete grasp 
of all material which enables the author to bring his long 
and complex account steadily and inevitably to its logical 
conclusion. J ^ 

Fielding’s last novel, Amelia, is more realistic still in 
its employment of descriptive detail. But this time the 
realism is directed to certain distinct purposes, and in the 

‘ During the summer of 1915, out of about thirty leadin 
novelists of England and America asked to indicate for the New 
York Times their choice of the six greatest novels in the English 
language, nearly half placed To Jones at or near the head of 
'the list. 
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achievement of these, surprising as it may appear, Field- 
ing becomes almost a sentimentalist. He anticipates 
many a later “ doctrinaire ” novel in his 
“A elia” denunciation of dueling, gambling, mas- 
querades, and particularly English crimi- 
nal law and prison discipline, but in several of these mat- 
ters he is also echoing Richardson. The characterization, 
particularly in his leading figures, is of his best, but unity 
is weakened by a much-forced conclusion. - 

In all these respects Amelia bears close analogy to The 
Vicar of Wakefield, Goldsmith’s well-known novel, which 
appeared fifteen years later (1766). The 
“The Vicar Vicar, his family, and their associates 
of Wakefield ” are delightful pieces of portraiture, but 
the plot is slow and poorly motived. *' In 
the cburse of their experiences there are some rather 
severe strictures on English customs, particularly as to 
law-courts and prisons. There is much sentimental 
tenderness, and an almost idyllic treatment of humble 
village life which set a new standard for such things 
throughout Europe.*' . 

--The extr^e senti entalist of the mid-century was 
Laurence Sterne. To hi sentimentalism meant sensi- 
bility — the author’s own susceptibility to 
teme’s emotional impressions and whims. His 

enti e - Sfntimental Journey is perhaps the most 
t lis personal travel sketch ever written, but 

affords little knowledge of the country 
t versed. Tristram Shandy (i 7 S 9 - 67 )> for all its whim- 
sicality and mechanical trickery, contains some of the most 
effective character-studies in our literature, and sparkles 
with a rare humor that is warm and genuine because of 
the hranan feeling it contains.'^' Of plqt and movement, 
there is little enough, except in the manner Sterne hinfr 
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self has called ‘‘ progression in digression.” The titular 
hero, whose birth is in prospect when the book opens, 
does not breathe or cry till near the end of Volume III. 
But in the meantime the reader has become intimately 
acquainted with some very interesting people and acquired 
much equally interesting information. Sterne’s popularity 
aroused a host of imitators, of whom Henry Mackenzie 
was most successfully sentimental in his Man of Feeling 

,(1771)- 

In the second half of the century, the novel falls into 
""more distinct and constructive categories. Picaresque 
narrative continued to appear, and the 
Later sentimental tone had a way of permeat- 

Disti ctio s ing almost everything. The field was 
fairly divided, however, among the '' doc- 
trinaire ” novels, or stories with a purpose, chiefly con- 
cerned with social or educational reforms ; the '' Gothic ” 
novels, developing steadily toward historical fiction; and 
the novels of manners, replacing the comedies of manners 
of the Restoration period. 

Richardson’s example and the several strong convic- 
tions of English sentimentalists were probably enough to 
produce a series of humanitarian novels. 
Doctrinaire directed against gambling, dueling, and 
Novelists — slavery. ^^But the writings of Rousseau 

Tho as Day in France, exalting a return to nature and 
a natural system of education, and in- 
veighing against what was false and artificial in the 
practices of polite society, provided doctrinaire fiction 
with a much more positive and virile programme.’^ The 
best known of the educational stories is Thomas Day’s 
Sandford and Merton, begun in 1783, which nojt only 
‘depicts the ideaL system of instruction in operation, but 
i stills all of the favorite doctrines of Rousseau except 
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his ideal of studied weakness for women. For this Day 
and various other English revolutionists substituted a 
hardening process of severe exertion and strenuous exer- 
cises. 'Various novels depicted the sad fate in store for 
young women brought up among the vanities and decep- 
tions of fashionable boarding-schools. A good example 
is Mrs. Inchbald’s A Simple Story (1791). 

The strongest of the doctrinaire novels were produced 
by Mrs. Inchbald, whose Nature and Art (1796) should be 
added to the book just mentioned ; Wil- 
The liam Godwin, author of Caleb Williams 

ocialistic (i 794 ) and St. Leon (1799) and particu- 
Group larly hostile to English legal procedure; 

Thomas Holcroft, most thoroughgoing 
of all this socialistic group, as evidenced by his Anna SU 
Ives (1792) ; and Robert Bage, author of Hermsprong, or 
Man as he is not ( 1796) . Their method of procedure was 
much the same in all cases, — ^to relate the misfortunes of 
some ‘‘ child of nature ” in the clutches of social and legal 
procedure. Professor Cross has summarized it in this 
way : A tyrant or villain was selected from the upper 
class, who, hedged about by law and custom, wreaks 
a motiveless hatred on the sensitive and cultured hero, 
who, though born free, is not born to wealth and a title. 
The gentleman after a career of crime may or may not 
come to a di%raceful end. The hero, after years of 
drudgery and abject labor, — either is crushed, or by a 
revolution of fortune gains comparative ease.’' ^ 

In all this there is ample opportunity for treatment of 
character and for the knitting of incident to incident in 
an inevitable progression. As a matter of fact, the au- 
thors were usually too deeply concerned with the lessons 
they ha(3 to impart to strive after any high excellence in 
* The Development of the English Novel, p. 91. 
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technique. Of the entire output Caleb Williams is per- 
haps the most impressive piece of structure and best 
deserving of permanent recognition. The 
Feat res of doctrinaire novel, as a whole, is signifi- 

Tech ique cant not for its technical excellence or 

lack of it, but for its relation to the gen- 
eral enlivening of human thought and liberation of the . 
imaginative powers that lay at the heart of the Romantic 
awakening and found its best expression in lyric verse. 
There was little chance for versatility in characteriza- 
tion when each hero was only the author’s ideal self, and 
each plot but the time-honored conflict of the flower and 
the leaf or the owl and the nightingale, — ^practical com- 
on sense against unrestrained and ambitious youth.*. 

It is well understood that the Romantic Movement was 
in great part a renaissance of things medieval, at least so 
far as the late eighteenth century under- 
edievalis stood and interpreted these. One result, 
of this was a decided leaning toward the 
old romances in which imagination had supplanted fact. 
Another was the prevalence of a notion that the thought » 
and experience of the Middle Ages was largely permeated 
by the melancholy and the horrible. This notion arose 
no doubt from the fact that a vogue of gloomy contempla- 
tion, a sort of tradition from “ II Penseroso,” preceded 
and ushered in this medieval reaction ; although from the 
time of Addison the Gothic ” in imagination and art had 
implied in English inds the vast, the gloomy, and the 
semi-barbarous.^ >/At any rate the medieval novel came 
into England in the decade of the sixties as the “ Gothic ” 
'novel, and rapidly acquired a fixed list of properties, in- 
cluding a ruined and haunted* castle or abbey, with secret 
panels and hidden passages, a hermit, a friar or^two no 
*^Cf. Spectator No. 63. 
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better than they ought to be, an owl, and a moon fre- 
quently obscured by billowy clouds. Into this setting 
were transferred the stock hero and heroine of romance 
and a pastoral tangle of concealed identities, and the plot 
was ready to unfold, w 

Credit for inaugurating the English Gothic novel is 
properly given to Horace Walpole, whose Castle of 
Otranto appeared in 1764; although a 
*‘The Castle strictly historical narrative, Longsword, 
of Oti;anto ” Earl of Salisbury, an Historical Ro-- 
mance, had been published two years 
earlier, minus the Gothic stage properties. Walpole, a 
wealthy and cultured man of the world, had become a col- 
lector of medieval antiquities and established himself in 
a pseudo-Gothic castle on his estate of Strawberry Hill. 
Here, so goes his own account, he fell asleep one night 
amid his relics, and dreamed out the narrative he recorded 
in h/s pages. Appropriately enough it is the story of a 
haunted castle, whose owner has perished in the crusades, 
and left a single heir who is roaming about the premises 
in some humble capacity and is unknown to the usurper. 
The specter is a complete suit of giant armor, and there 
is an especially long secret passage, terminating in a dis- 
tant chapel. But Walpole^s sense of the ludicrous failed 
him somehow, or else escaped his contemporaries, for 
there are various details that break the imaginative spell, 
particularly so e very modem and colloquial serving- 
people. 

Usually critics associate with this creation of Walpole’s 
dreams the Oriental novel, Vathek, written in French by 
the Englishman, William Beckford, and published in Eng- 
lish translation in 1786. It has certain features in com- 
' mon wi*h The Castle of Otranto. Beckford was also a 
wealthy dilettante, who built and furnished a mansion in 
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accord with his favorite hobby, — in his case Orientalism, 
Both men give free rein to their imaginations and are 
extremely fond of the terrible and the 
‘‘ Vathek” grotesque. Beckford’s is a worthy con- 
and tribution to romantic art, since the re- 

Q^rientalism mote in space is just as vague and sug- 
gestive as the remote in time. ' But 
Vathek is not a Gothic novel, and has no particular kin- 
ship with medievalism or medieval romances. It de- 
scends directly from a cultivation of Oriental tades and 
legends that began in France with a translation of the 
Arabian Nights at the very beginning of the century.* 
The French found this Oriental material serviceable to 
point moral lessons, but particularly so in the direction 
of witty and rather daring satire. Beckford, largely 
under French influence and writing in French, is pri- 
marily carrying on this tradition, retaining both the wit 
and the moral teaching. He may have found his imagina- 
tion quickened by English Gothicism,’’ but his Oriental 
models were fantastic enough. 

The genuine Gothic activity, which came to include 
lyric^’and drama as well as prose fiction, thrived better 
for a time on German soil than on Eng- 
Gothic lish. The result is that its next English 

Novels exponent, Matthew Gregory Lewis, par- 

took of the extravagances of both coun- 
tries. He tried all the literary forms affected by Gothi- 
cism, but made his reputation and a new title — “ Monk 
Lewis — ^by his novel Ambrosio, or the Monk (1795). 
The story is built about the downfall of an ecclesiastic, 
and abounds in supernatural visitants and reeking physical 
horrors. It is a welcome relief to turn tonbLis^'cohtempO’l 
rary, Mrs. Radcliffe, whose novels are set in glcJbmy but 
well-aired old castles in the midst of wild, mountainous 
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landscapes, and whose grisly terrors in moonless mid- 
nights are always carefully explained away at the end of 
the book. It may be partly on account of a sense of 
burlesque, but several of these Radcliffe novels — The 
Romance of the Forest, The Mysteries of Udolpho, The 
Italian — are very good reading even today. They revert 
considerably to the old romances.; Their landscapes are 
very much alike, wherever placed, and this is not surpris- 
ing, since the author had never seen them. It is surprising, 
thougfi, that for their day they are comparatively real. 
.The heroes and heroines — ^and particularly the villains — 
change little from story to story, and are the usual con- 
ventionalized types. But there is much more “sensi- 
bility,” especially in the heroines. Tears flow freely 
throughout the pages of Mrs. Radcliffe, and on very 
slight 'provocation, but there are always explanations and 
smiles at the end» 

America furnished a successful manipulator of Gothic 
devices in the person of Charles Brockden Brown, author 
of Wieland (1798), Edgar Huntley 
The (1 Arthur Mervyn (1799-1800). 

Historical The poet Shelley was not ashamed to try 
Novel his hand at this form of fiction, and 

Mrs. Shelley contributed, in Franken- 
stein, one of the most thrilling stories ever written. It 
is surprising, however, that so few Gothic novels took 
advantage of the possibilities of a genuine historical 
background. Longsword alone attempted this with any 
success before 1800, but immediately after that date 
came Jane Porter, whose Thaddeus of Warsaw (1803) 
and Scottish Chiefs (1809) have remained classics 
until our own time- ^These novels began to catch 
the secret of imaginative experiences set .against a back- 
round of historical fact, and appropriately ushered in 
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the period of the Waverley Novels and Sir Walter 
Scott. In him we meet the genuine and accurate anti- 
quary, who is able also to grasp large dramatic effects 
and marshal great masses of men across his pages. His 
method of procedure, which has been in practice among 
authors ever since, consists in developing a plot rather 
closely connected with some great historical personages as 
leading characters.^ This gives him all the advantage of 
historical detail without confining him to painful verifica- 
tion of fact at every point. In the same way he has the 
art of suggesting ‘‘ local color without producing dry 
handbooks of antiquities. 

'His plots are vast, complicated creations, suggesting 
heroic romances, or better still tlie great historical dramas 
of Shakespeare. In a thoroughly Shake- 
Th spearian way he combines under-plots 

Waverley of middle-class people and experiences 
Novels with his main plots devoted to aristocracy 

and noble bloody The rapidity with 
which he worked and the vast extent of his output ac- 
count easily enough for the absence of compression and 
revision in his material and his style.’'* His effects are not 
produced by persistent pruning away of non-essential 
things. They are cumulative rather, and richly pic- 
turesque. In much the same way Scott’s characters stand 
out before us, visualized in our minds through a series 
of striking impressions. Heroes and heroines are apt to 
be colorless and conventional, as in the old romances. 
But characters that are unusual, that have plenty of pic- 
turesque and imaginative suggestion, he does admirably 
and always makes convincing.'*^ 

M ost of th e nj^vd^^ eighteenth century were to 

some llegree jjpv^a,^f manners'f tKat isf a considerable 
stergf %ar i nterest lay: customs of so- 



The Novel 


171 

ciety, with more or less of satirical reaction. Toward the 
end of the century, however, the treatment of manners 
as an end in itself was undertaken by 
The Novel certain women, whose closer acquaint- 
of Manners ance with the feminine point of view, and 
superior skill^in noting and expressing 
delicate gradations of thought and feeling, made this style 
of writing almost an art of itself.^ The first success of this 
kind was the novel Evelina, in 1778, by the young and then 
utterly* unknown author, Faijuy^Bura^. She followed 
this four years later with*C^dha, a similar treatment of 
tl*e same London frivolities, as seen by innocent young 
maidens from the provinces. Maria Edgeworth con- 
tinued the cultivation of the type with her Belinda (1801) 
and her series of Fashionable Tales, published 1809-12. 
In herTrish stories, such as Castle Rackrent, she extended 
her methods to embrace Irish manners as well. -^TThe 
whole development culminates in the work of Jane Aus- 
^ten, who^wpte when it was high time to satirize not 
society, but sentimentalism and the 
Gothic craze in addition. Sense and Sensibility and ^ 
Northanger Abbey attend to these latter obligations. Her | 
entire product belongs to the second decade of the cen- 
tury, and includes also Pride and Prejudice, Mansfield i 
Park, and Emma.^ 

./Technically the novel of manners should approximate 
the standards of well-constructed comedy, and in the work 
of Miss Austen this is emphatically the 
The Art of case. Characters, however much indi- 
Ja e A sten vidualized, are still essentially types,, 
representing what Ben Jonson called 
humours ; that is, dominating characteristics somewhat, 
exaggerated as in caricature. These reyeal themselves 
dramatically, in action and in conversation, and often 
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by a process of very subtle suggestion. The plots are 
subordinate to characterization, but grow out of it, and 
develop a process of intrigue, carefully built about some 
central idea,. In Miss Austen's best known novels this cen- 
tral motive is a conflict of characters, represented in 
her titles, — “ Sense and Sensibility Pride and Preju- 
dice." There is a pervasive humor, a very real sympathy • 
■with the weaknesses portrayed, and always a gracefully 
managed satire, kept in due restraint, but never for a 
moment lost from view.* 

By 1820 Jane Austen’s work was done and Walter 
Scott’s was well under way {Waverley was published in 
1814). The period from this date until 
A Eclectic the emergence of Dickens and Thack- 
Period eray is one of wide and comprehensive 

apostleship, with every successful form 
adequately represented. Imitations of Scott were most 
abundant, his influence extending in a few years to Victor 
Hugo and Dumas in France, to Frey tag and Ebers in 
Germany, and to Manzoni in Italy The y^Joric^L novel 
in England was cultivated by William Harrison. Ains- 
worth, Bulwer-Lytton, and Charles Kingsley, and in 
America the Leatherstocking Tales " of James Fenimore 
Cooper owed no small obligation to Scott. Novels^ of 
terror were perpetuated in Maturin’s Melmoth the Wan-- 
derer and Emily Bronte’s Wuthering Heights, and the 
burlesque of them, instituted in Norfhanger Abbey, was 
emphasized by the writings of Thomas Love Peacock. 
Pierce Egan’s series of sketches, Life in London, gave a 
new vogue to comic realism, at the same time that old- 
fashioned novels of sentiment were flooding the cheap ^ 
circula;^^ libraries. -- The novel of mariners was^extend- 
ing^w field to the provinces and including village and 
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country life, and even taking friendly interest in poverty- 
stricken city slums. " 

Individual novelists were becoming much more eclectic 
in subject and in manner of treatment, so that it becomes 
in numerous cases almost impossible to 
Bulwer- classify their work under the old and 

Lytton simple categories. Bulwer-Lytton per- 

haps best represents this sort of versa- 
tility. Pelham is an extravagant study of manners, in the 
footstSps of Jane Austen. There is a considerable series 
of historical novels and dramas, written while these were 
most in fashion, and including The Last Days of Pompeii 
and The Last of the Barons. Two stories, Paul Clifford 
and Eugene Aram, are sentimental studies of crime, 
while Zanoni is pure Gothic in its inspiration. Toward 
the end of his career Bulwer turned to eccentric but 
realistic novels of village life, of which The Caxtons and 
My Novel are the best examples. 

Out of this confused creative activity there arose, about 
the middle of the century, Charles Dickens and William 
Makepeace Thackeray, in many respects 
Dickens, the Richardson and Fielding of the Vic- 
Realist and torian era. Dickens was again the senti- 
Sentimentalist mental realist, to whom didactic purpose 
lyas a matter of great significance. 
Thackeray began in protest against this sentimentalism, 
and reverting to Fielding as his model, sought to parallel 
actual truth in his plots and characters. But he too was 
richly endowed with human sympathy and a sense of 
dramatic effects, so that before his work was done he 
was introducing sentimental situations hardly distinguish- 
able from those in Amelia or in Otd C0i^sity The 

novels of Dickens may be variously classified. » He. began," 
in Pickwick Papers, with the same type of comic r^SKsm 
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cultivated by Pierce Egan, and thereafter rarely departed 
from the streets and court rooms and hostelries of Eng- 
land, where flowed the great stream of common humanity. 
Two purposes dominated the long biographical narratives 
he spun out of such material : one, the humanitarian zeal to 
better the conditions of living and to right human wrong; 
the other, the humorous and satirical desire to point out 
the follies and weaknesses of the classes he knew so inti- 
mately. To the first of these, as we have seen, always 
adheres a very considerable element of the sentinSental ; 
the second is certain to produce some exaggeration and 
distortion, the portrayal of type-characters as in carica- 
ture. 

Hence we have a Uriah Heep who is hu bleness in- 
carnate, a Scrooge who is all miser, a MicaWber who 
fairly breathes improvidence. We^know 
Characters they are not true to life, any more than 

d Plots is the absent-minded professor, or the 
yaudevijle foreigner of today. Yet just 
in the same way their very obviousness gets a hold upon 
us, and the something more than half truth there is in 
them seems to stick. Naturally the skill of the caricaturist 
is displayed best upon deviations from the normal types, 
and Dickens has no particular success with his heroines 
or with any characters that fall into conventional lines. 
Likewise he is too much employed with his characters 
and the picturesque episodes into which they can be 
directed, to be deeply concerned over well-knit, constantly 
progressive plots always under complete control. The 
old biographical or epic plot might, under a master-hand, 
become a splendidly complex structural unit, but its 
natural tendency is to ramble.'^' 

-^Thackeray was not a consistent workman, either in 
construction or in characterization. He was capable of 
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an epic unity equal to that of his model Fielding, but’ he 
did not always attain to it. His characters also varied 
from deep and intimate studies of per- 
Thackeray sonality to the usual exaggerations of 
caricature. In one sense, however, his ex-^ 
aggerations were not usual. He was a reactionary against 
conventional type characters, as he professed to be, but 
he tore down those old stock figures only to set up new 
and more accurately-conceived types in their places. * A 
large^part of his writing represents the novel of manners, 
with a pervasive satire of hypocrisy and sham, but he 
anticipates in this the modern realist, with an immense 
repertoire of carefully differentiated and intimately 
studied personages.' 

•^Thackeray was in the forefront of a wide reaction to 
reali§m, this time largely subjective and psychological.^ 
It involved such authors as George Bor- 
A New row, with his unique portrayal of gypsy 

Realism life; Charles Reade, ransacking history 

and biography for a wide range of sub- 
jects; Anthony Trollope, at his best in his fictions of 
an imaginary but realistic Barsetshire ; Charlotte Bronte, 
penetrating the primitive emotions of her native York- 
shire; finally, George Eliot and George Meredith, Thomas 
Hardy and Mrs. Humphry Ward. All of these last are 
distinctly modern, and their common key-word is truth,— 
inner truth, scientifically interpreted. * Against a back- 
ground of village and moorland that is cenceived accu- 
rately and in spiritual harmony with the action, they 
show us living people stripped to the very soul, wrestling 
with the great problems and temptations of our own day, 
and paying the tragic penalty of rash decision or sinking 
as th^ blind and helpless victims of fate — or that more^ 
dreadful modern arbiter, heredity. All thm by preference*; 
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from the highest ranks of society ; conduct there is under 
restraint and not a direct expression of the inner life, 
as Hardy explains.^ Hard, unvarying types and their 
accompanying exaggerations are broken down, and 
we are face to face with individuals, except as we 
are conscious that theirs are eternal and universal 
passions. 

-'Along with a deeper and more comprehensive char- 
acter-study comes a more thorough grasp of structure. 

The great novel has always made^large 
L r er use of its privilege of a biographic or 

U ity of epic method by which it can portray the 
tructure entire life-history of a character, in the 
manner of the great tragedies of Shake- 
speare. George Eliot’s novels are in great part just such 
tragedies, with a strain of the peculiar fate-tragedy ” 
developed by Germany in the eighteenth century.^ But 
the decision that inaugurates the tragic development is 
not mere chance ; it is the natural manifestation of char- 
acter, and clearly to be expected. ^ Tito in Romola ’was 
not a confirmed ingrate when he gave up the project of 
ransoming his foster-father; but he was at least predis- 
posed to selfish irresponsibility. The consequences of 
decision are organic and irresistible, whether they pro- 
ceed logically to catastrophe as in Adam Bede or pass 
through a well-motived process of regeneration as in 
Silas Marner.^ Meredith, coming later than George Eliot, 
appears to have a more modern and less somber outlook 
upon life, and permits his characters to find themselves 
once more by some severe refining process. Hardy, just 
as he is the greatest artist in landscapes, makes most out 
of the influences of environment and inheritance in char- 
cter-shaping. Stylistically these writers have wide dif- 
ferences; George Eliot and Mrs. Ward being simple and 
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direct, Meredith highly mannered, and Hardy replete 
with imagery and poetic effects.^ 

No interest in realism, objective or subjective, seems 
ever to be strong enough or wide enough to eradicate 
romance. Realists like Charles Reade 
The Ro ance and George Eliot and particularly Hardy 
of tevenso are frequently attracted to the romantic 
point of view. ^ And there are always dis- 
tinctly romantic novelists, however much submerged in 
a deep current of realism. In the comfortably material- 
istic Victorian period, the English public was reading 
Wilkie Collins and William Black and H. Rider Haggard, 
and wisely set its approval upon one classic of genuine 
romantic art, Richard Blackmore’s Lorna Doom. Then 
came Robert Louis Stevenson, the imaginative boy who 
refused to grow up, and not only revived the old romance 
of adventure as a labor of love, but dared to defend it 
as a worthy form of prose art^ All the old tricks and 
devices came readily to his hand save one, — the much- 
enduring and supremely adorable heroine. Indeed it 
would not be exaggeration to pronounce the donkey 
** Modestine ’’ his best feminine character. His is largely 
a man's-— or rather, a boy's — ro ance, but within this 
somewhat restricted field there is no dearth of thrill and 
horror, of piracy and single combat, and of the intermi- 
nable fascination of the tale within the tale. *^His style 
too is almost the perfection of the story-teller's art. It is 
easy, colloquial, and flexible, with an indescribable flavor 
derived from rare and picturesque phrases and subtle 
cadences. Critics have called him mannered ; but we long 
for more of such mannerism.^ 

Perhaps the most notable development of nineteenth- 
century'^fiction is the method of approach that is char- 
acterized as "^impressionism.” This is* strictly neither 
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romance nor realism ; it may employ the material of either* 
But the truly romantic rambles over uncharted seas and 
realism is often lost in the mass of its own 
Impressio - authentic detail, while impressionism is 
is and the primarily selection, — ^imaginative selec- 

hort tory tion, even inspired selection. . The psy- 

chological realists have striven constantly , 
to achieve this effect, the novel of manners is al- 
ways concerned with it, but at its best impressionism is 
not bound to see a character or plot through to its eonclu- 
sion ; indeed, it can hardly be sustained at all through the 
length of a biographical novel. With impressionism came 
shorter stories, — in fact the “ Short-story,’’ as some 
critics prefer to write it. In this virtually new form, in 
which happily our own country has been able to point 
out the way to England, Hawthorne and Poe established 
for all time the artistic value of a prose narrative whose 
chief source of charm is lyric; that is to say, is found 
in the^flaslx^of imaginative vision or the emotional mood 
produced by the sympathetic and individualized presenta- 
tion of a few carefully,, selected, facts of life^ In the 
novel proper the chief exponent of impressionism is 
Henry James, also American by birth, whose individual- 
ism of style, as well as of point of view, has operated 
entirely too much in limiting the circle of his readers. 

Our own century is entirely too new for adequate 
analysis or critical estimate. Today, as always in the 
past two hundred years, the novel is a 
The Prese t form that seems to encourage enormous 
Ce tury production of inferior work, and one 

is likely to* be hopelessly confused, and 
accordingly pessimistic, in the midst of this constant out- 
put. A few general statements only may be maSe with 
* safety in regard to REesent tendencies. In addition the 
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student may be advised to wait at least a year or two 
before venturing upon new novels, rather than to follow 
the current lists of best sellers.” 

Romance is still with us, and that too of the good old- 
fashioned kind. Less than twenty years ago we were in 
the midst of a vigorous revival of it, 
Ro a ticists replete with swarthy villains and hand- 
some heroes struggling for domination of 
Zenda or Hentzau or some less remote dream-nation. At 
least* one of the authors, Maurice Hewlett, caught the 
• ring of true romance with surprising skill. Of late, novel- 
ists have turned once more to seeking their romance in 
things primarily realistic, — an art at least as old as Jack 
. Wilton and the sea-tales of Smollett.^ Kiphng has found 
it in the experiences of British government officials and , 
territorial soldiers, particularly in India. He has foun^ 
it too where H. G. Wells has gone seeking it with even 
more success, — ^in the achievements and possibilities of 
present-day science and commercialism, in ocean liner and 
aeroplane and patent-medicine exploitation. Joseph Con- 
rad, for his romance, has gone straight to the sea, where 
it always has been found, and John Galsworthy has 
sought wisely among the social abuses and misunder- 
standings of the present scheme of things.^' Both these 
men are thoroughgoing impressionists, carrying the prin- 
ciple of imaginative selection much farther than the vari- 
ous Americans who are working upon similar material. 

This romantic emplo3rment of realistic detail has not 
interfered with the steady progress of realism for its 
own sake. vThe revival of romance was 
Realists immediately followed by a reactionary 

liking for muck-raking ” fiction, which 
was only the old novel of rnahners and the socialistic 
tjrpe of sordid realism made more obvious and spectaculaiS' 
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On the surer ground of thoroughly assimilated and ac- 
curately portrayed fact has appeared Arnold Bennett, liter- 
ary sponsor of the Five Towns,’* and even more recently 
such men as Gilbert Cannan, D. H. Lawrence, Hugh 
Walpole, and Compton Mackenzie. They are all thor- 
oughly steeped in knowledge of the people and the condi- 
tions they depict, — saturated,” as Henry James puts it. 
But in this very saturation lies a serious temptation to 
which all have yielded, the tendency — still quoting Mr. 
James — toward squeezing out to the utmost the fllump 
and more or less juicy orange of a particular acquainted 
state,” with little selection or interpretation and much 
waste of good material. Much the same criticism may 
be brought against William De Morgan,, recently heralded 
in his advanced years as a second Dickens. However, he 
provides interpretation if not selection, reverting to the 
old device of interpolating the author’s own views of 
things throughout the progress of his stories. 

America, in recent years, has produced many novelists, 
but few of generally recognized greatness. We have 
welcomed in translation the masterpieces 
A erica s of almost every nation, and in various 
instances have stamped our approval on 
foreign authors still unrecognized at home. A few names 
may be listed of those worthy to be compared with these 
cosmopolitan artists, having won like them the apprecia- 
tion of critics here and abroad. William Dean Howells, 
with his clean and wholesome realism, has long held' 
chief place among our prose artists. Mrs. Wharton is ? 
rather generally regarded as one of the best among our ! 
novelists of manners. Robert Herrick is notable for his ; 
Refinement of characterization and finality of structure. 
Mark Twain is rapidly taking his place not merely as 
diief representative of, American humor, but as an ex- 
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ponent of our energy, optimism, and hatred of sham. 
There may be others equally deserving. Perhaps, even, 
the great American novel/' that philosopher's stone of 
the publishers’ announcements, may by rare good fortune 
be discovered in our own generation. 


Technique of the Novel 

So much has been written of the art of fiction, some 
of it •by professed critics and more by the long line of 
communicative novelists from Fielding to 
A Related Henry James and Arnold Bennett, that 
For the essential principles of novel-writing 

are common property. Historically, as 
has been seen, the novel is not a thing apart, but is con- 
stantly to be considered in its relations to other forms/ 
particularly the romance. Thus with Congrev e one may' 
hold that the novel is to the romance as conieSy Is”*to 
"Tragea^oTlvi!i rT^lding1m ayjie^ 
lfaHy‘“Sri?^giic" epic in prose. Certmhl^i5"^6“uf"1^^^ 

write prose romances, but do venture upon, 
romantic novels; and the methods of drama have been 
accepted more and more by novelists until we make a 
common practice of dramatizing novels and novelizing" 
successful plays, — often with lamentable results. - 

Plays, to be sure, are written presumably to be r^dered 
in^action before an assembled audience, while novels are 
to be read by individuals with time at their 
Novel a d ' disposal. Between the two there is a ' 
Dra a great gulf fixed. Second only in impor- 

tance is the distinction growing out of the 
introduction of the aut h<^^ *^p gr^ pj^jLity m a novel when it * 
is pfactically exclude d fi nm dramatic artT ^^ personality 
is an extremely variable qua.ntity. In the tale of hi hly 
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romantic adventure it has little place ; in the biographical 
portrayal of moral conflict it is constantly in evidence. 
Realistic fiction steeped in unorganized fact to the point of 
saturation does not call it into play; impressionistic selec- 
tion and interpretation of fact makes it as indispensable 
as in lyric poetry. To make his personality count, the 
novelist does not need to interrupt his story and chat 
pleasantly with the “ gentle reader ” for a chapter or two, 
as they loved to do in the eighteenth century. Only on 
rare occasions do we get a sense of autobiograph/, and 
thus of personal acquaintance, from a narrative recounted 
in the first person. \ We look rather for the author’s pres- 
ence pervading every part of his work, directing our 
senses and emotions, helping us to grasp the message, 
yet never actually intruding itself upon our sightr^ 

... Like the epic and the drama, the novel must be con- 
sidered under the familiar heads of plot, c haracter s, and 
setting . No one of these can well be 
Artistic omitted from any extended n arrativ e : 

Cre tio any one of them may predominate. All 

three are products, of. the_au.flior^iiil£igi- 
n^Jiye faculties, — the reorganization of odds and ends of 
his reminisgertces, the episodes, people, and scenes derived 
from actual experience or the substance of his reading.’' 
The new alignment of these details during the creative 
process is not of course the laborious task this would 
seem to indicate, but rather an intuitive, ins^gtaiieous 
thing, as if the conceptions sprang full-grown from the 
creative mind. Sometimes literary gossips prattle about 
the “ originals ” from whom one novelist or another has 
modeled his characters. It is more likely that the author 
has so far familiarized himself with Hoosier vill^es, or 
^ew England fi.sher-folk, or Southern plantations that 
his people are composite portraits, truer to the essential 
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life of these communities than any mere individuals 
could be. 

-The greatest novels are essentially character studies; 
for the novelist, unlike the dramatist, can take his .public 
Egsi^tJie mere externals ,of speech and 
Methods of gesture into the very soul of his hero, and 

Character- reveal every minute phase of the strug- 

izatio gle occurring there. The dramatist’s 

resources of action and dialogue are his 
also, and many recent novelists prefer them to the slower 
methods of their more analytic brethren. But these more 
dramatic craftsmen may and do employ in addition 
various methods of indirect characterization, likewise fa- 
miliar on the stage. Two people in a story discuss a 
third one and his possible motives, or a whole com- 
munity shows its dislike or fear or admiration of a 
neighbor. Often in novels as in plays there is some minor 
character in a sort of choru s r ole, whose utterances inter- 
rupt the struggles of his fellows, and who may indeed be 
the personal spokesman of the views and sympathies of 
the author. V 

" In novels as in plays characters vary all the way from 
extreme simplicity to extreme complexity. The more 
complex studies are likely to be more 
Varieties of carefully worked out and more accurate, 

Ch acters though they are not of necessity more 

attractive or more convincing. Simple 
characters fall more readily into stock ^types and suffer 
from the exaggerations common in types ; while complex 
characters tend to preserve their individuality^ These 
simple characters, drawn in broad lines, are satisfying 
enough for the minor personages in a story, or even for 
the more important ones, when character is supposed to 
remain a fixed thing throughout the vicissitudes of the 
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story. But where, as is so often the case, leading char- 
acters develop under their experiences, being refined or 
debased by the struggles they undergo, we have the well- 
sustained studies of distinct individuals. In any event 
characters must be doubly consistent : consistent in their 
first conception with our accepted notions of human na- 
ture, and once conceived consistent ever after with the - 
selves. 

Almost as vital as the art of character-portrayal is that 
of character-grouping. Characters in novels do not stand 
alone and are not to be considered alone. 
Char cter- Important traits stand out far more 
Groupi clearly by contrast with other characters 

where they are deficient or entirely ab- 
sent. Characteristics impress us more when they are 
apparent in various people in different strata of society. 
Frequently a general unity of effect is obtained by present- 
ing a considerable group of people all dominated by some 
common trait or tendency, though each one, true to his 
distinct personality, displays this in his own peculiar 
way. * Thus there may appear in one story a series of re- 
lated studies in greed, or ambition, or passion, displayed 
in diverse experiences in widely separated walks of life, 
yet combining in one harmonious impression upon the 
reader’s imagination. 

Together with the relation of character to character, 
author and critic alike must constantly consider the rela- 
^ tions of character to plot, ^ It is true that 

Relatio of a given group of characters may be sent 
Ch r cter through an immense variety of adven- 
d Plot tures, just as a given course of experi- 
ences is conceivably open to^ many 
different men anj5 women. Such shuffling processes, how- 
ever, may involve any in which the only for 
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of interest is curiosity as to how grotesque the effect may 
be. A character once conceived has only a limited round 
of experiences through which it may appropriately be 
guided, and these are such as tend particularly to test its 
weaknesses or develop its essential strength. - Novels 
primarily of action, like the ever-recurring stories of 
picaresque adventure, habitually ignore these artistic 
necessities of character treatment, and are reasonably 
justified in doing so. But there is little excuse for 
forcifig carefully studied personalities into situations that 
add nothing to our understanding of the characters, and 
that are extremely unlikely to have occurred to them. , 
There is no sounder principle in fiction than that of 
" economy of invention/’ and it is best observed in this 
harmonious relating of character and action.** 

Action or plot in novels Is to many readers the first, 
and even the only consideration. The simplest imagina- 
tion relishes mere story-telling, and so 
Unity of long as something continues to happen. 
Actio seems to be pleasantly employed. The 

reader of more cultivated tastes never 
ceases to value action in stories, but insists that this 
action shall be regulated and organized into unity. The 
picaresque tale, so often referred to, is content with a 
succession of adventures, like beads on a string, alter- 
nately piquing and gratifying curiosity but leading to 
no particular conclusion. A better knit organization, in 
which plot may still dominate character-interest, erects 
certain apparent obstacles and then carries the char- 
acters triumphantly beyond them. Strangely enough, in, 
what are recognized as essentially character-novels 
there is the greatest finality of plot construction. These 
are the stories involving character-develop ent; some- 
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times extended to cover approximately a lifetime, at 
others limited to the period of time in which the hero or 
heroine passes through crucial life-experiences and 
emerges transformed into a new being. Many such 
novels may be analyzed into the five-part scheme so 
familiar to students of tragedy .. Rising out of the level 
course of everyday events, they move from the first clash 
of forces steadily upward to the climax or turning-point, 
at which the hero appears to have progressed as far as 
the gradually conquering force can carry him. Already 
hints of a decline have probably appeared, and the balance 
of forces is promptly shifted and the hero precipitated 
toward a catastrophe that he justly deserves because of 
error or at least indiscretion. Not all such stories end 
in complete gloom, however; frequently there is a com- 
bination of physical or material disaster with a spiritual 
regeneration in character that could hardly have been 
reached without' suffering and loss. 

- In order to secure unity in plot-structure, the greatest 
attention ust be given to the relation of parts. Action 
must be made to hinge upon action by th^ 
Cause d operation of cause and effect. For every 
Effect decision that is made, every step that is 

taken, an adequate motive must be pro- 
vided, in line with what we already have in mind of the 
characters involved and the action that has preceded. In 
the same way the several under-plots usually introduced 
and concerned with subordinate characters must have 
definite relation with the main course of action, and in- 
deed some real and vital bearing upon it. In this fashion 
only can we reach that sense of irresistible, inevitable 
progress toward an end that sets the plot of a great 
novel apart from the me ande ringsof structural weakness.-- 
Mere accident may set the train of events in motion ; but 
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the steady progress of these events is not to be checked or 
thwarted by chance. 

Setting alone of the several large factors in the novel- 
ist’s art almost never becomes an end in itself. There are 
novels of character and novels of plot, 
ettin but as yet not novels of setting. With 

the present concern for accuracy of detail 
in realism, we may soon have them, for entire veracity 
of fact may easily become the chief end of thorough- 
going realistic art. Kept in proper subordination, set- 
ting has always an important function, whether treated 
realistically or romantically. < As knowledge has increased 
concerning places and times remote and people and con- 
ditions at our very doors, it has brought added difficulty to 
the task of providing accurate backgrounds that shall at 
the same time give artistic harmony to the entire work 
of fiction. Realistic saturation faces the dangers of con- 
fusion and dullness. Comparatively few descriptive 
touches are enough, if they really illuminate. The possi- 
bilities of natural scenery to reflect emotions were worked 
out shortly after Rousseau ; it remains for the present time 
to find for us the sa e artistic pleasure in congested city 
streets and throbbing factories, 

V One never- failing requirement of novel as of dra a is 
probability. It applies to characterization, plot, and set- 
ting, and holds for scientific realism or 
Pr b bility the wildest permissible flights of the 
imagination. Initial assumptions once 
being granted, everything must follow in such fashion as 
not to offend the intelligent reader’s sense of probability. 
In such matters, obviously, truth is stranger than fiction. 
Life is full of accidents and surprises which, introduced 
into novels,<^ould arouse a storm of protest from the 
very readers who are sticklers, for truth. Good fiction 
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moves in the world of poetic truth or higher probability, a 
well-ordered region where events are anticipated some 
time before they happen, where men and women act as 
people of their sort might be expected to, and yet where 
the weird, the supernatural, and the extravagant are wel- 
comed cordially so long as they proceed according to 
accepted programme.^ 


Subjects for Study 

1. Plot-comparison : Thackeray*s The Newco es and George 
Eliofs Romola. 

2. Study of the employment of background: Scotfs Ivanhoe 
and Hardy’s Return of the Native. 

3. Study of characterization: Goldsmith’s Vicar of Wake- 
field j Dickens’s David Copper fields Arnold Bennett’s Clay hanger, 

4. Comparison of Thackeray’s Vanity Fair with its dramatiza- 
tion, Becky Sharp, 

5. Comparison of Willia J. Locke’s The Belovefi Vagabond 
with its photo-dramatization. 

6. History and fiction, as combined in Reade’s The Cloister 
and the Hearth and in Maurice Hewlett’s Richard Yea-and-Nay, 

7. Picaresque fiction of today. 

8. Novel and romance: Mrs. Ward’s Marriage of Willia 
Ashe and Stevenson’s Treasure Island. 


Collections * 

The Great English Novelists. Edited by W. J. and C. W. Daw- 
son. 2 vols. The Reader’s Library: Harper & Bros. Cloth, 
$2.00. 

The English Novel before the Nineteenth Century, Ex- 
cerpts from representative types, selected by Annette B. Hopkins 
and Helen S. Hughes. Ginn & Co. Cloth, $1.60. 

^ Numerous collections of complete English novels were pub- 
lished about 1800, of which Mrs. Barbauld’s British Novelists 
in fifty volumes (1810) was the most extensive Thes?? are not 
/-listed here because important works are equally accessible in 
separate editions. 
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Bishop D. Huet, The Origin of the Romances, French origi- 
nal in 1670. English translation in 1715. 
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Clara Reeve, The Progress of Romance. 1785. 

John C. Dunlop, The History of Fiction. 1814. 
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Walter Besant and Henry James, The Art of Fiction, Boston, 
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(Holt & Co.), 1909. 
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York (Macmillan), 1899. 
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(Harper & Bros.), igo8. 
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York (Macmillan), 1899. 

Henry James, Notes on Novelists. New York (Scribner), 

1914. 

J. J. Jusserand, The English Novel in the Time of Shake^ 
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York (Columbia University Press), 1911. 

Bliss Perry, A Study of Prose Fiction. Boston and New York 
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THE SHORT STORY 
History 

- iTThas been seen that the short story, m the specific 
sense in which that term is now understood, is a phase 
of nineteenth-century impressionism in 
Impressionis fiction. Out of the rapidly moving cur- 
rent of life-experiences the author’s 
ima^nation seizes upon an impressive situation or a strik- 
ing contrast that affects him keenly. The imaginative 
thrill he experiences is more him than the facts that 
aroused it or the dependence of these facts upon each 
other. But he chooses to impart his impression to others 
not by the customary means of lyric verse, but by presen- 
tation of the .facts themselves, seledl^d, shaped, and or- 
ganized into a story. As in a lyric unit this mood or 
i pression is single, and the story to convey it must be 
short, and reduced to its absolute essentials.v 
f A minimum of incident, perfect unity of organization, 
an emphasis on imaginative or emotional impression, each 
' of these had been achieved alone many 

arlier times in the history of fiction before the 

hort tories early nineteenth century. Tales in which 
one unit of intrigue was carried rapidly 
and vividly forward to success or an unexpected failure 
were common enough among the fabliaux of. the Middle 
Ages, and found inimitable expression in certain of Chau-^ 
cer's Canterbury Tales , — ^those of the Reeve and the Miller, 

191 
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for example. The prose novelle that succeeded these were 
often only a little less direct in their method. England, 
under the influence of these novelle from Italy and Spain, 
produced between 1660 and 1830 various brief stories with 
well-contrived plots, but not notable for economy of de- 
tail, or for a distinct grip upon the reader’s imagination, 
- Stories contrived to create certain impressions Had been 
of at least two kinds : the didactic tale often found in the 
periodical essays and primarily circulated 
oral ad to drive home a moral, and the t^e of 

E otio al sentiment and horror first popular in Ger- 

Tales many, but shortly cultivated in England 

in the wake of Kotzebue’s plays and the 
romantic novels of Mrs. Ann Radcliffe (1790-1800).*' 
But the well-told tales seldom aroused the emotio ns to a 
lasting impressioa: and the emotional tales, even when 
they had a unifying idea, were usually rambling and slow. 
The numerous writers for the periodicals had a sense of 
restraint and succeeded well in adapting material to their 
purpose, but their purpose was not to produce a lasting 
imaginative or emotional impression. 

V It remained for America to combine the excellences of 
these several story-types into practically a new product, 
the popular short story ” of today, 
Washin to Opinion varies as to which particular 

Irvi g author is the actual inventor. Washing- 

ton Irving, amid his periodical sketches 
{The Sketch Book and The Tales of a Traveller), pro- 
duced stories like Rip Van Winkle ” and The Legend 
of Sleepy Hollow,” where there is a distinctly emotional 
purpose, and a structure well balanced and restrained, 
but not yet reduced to the precision and dramatic climax 
^of later writers.^ Everybody knows Rip Van \^inkle.” 
Consideration of how later authors would present the a- 
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terial of this story will do more than anything else to 
indicate what the short story was still to develop.^ 

This admirable tale of folk-lore and mildly humorous 
characterization has mood and atmosphere a-plenty. It is 
always well in hand, no detail of the 
“Rip Va somewhat lavish descriptions is wasted, 
Winkle and the account moves in a regular but 

nd Moder leisurely fashion to its conclusion. In 

Methods other words, it is just a superior sort 

of essayist’s tale, with a larger emphasis 
on imaginative impression. According to present stand- 
ards Irving’s version would seem to lack singleness of 
purpose; there is too much character-study for a good 
tale of superstition, and too much interest in the super- 
natural for a good character-study. The proposition that 
there -may be high art in an exquisite blending of the 
two deserves careful thought, but would be accepted with 
difficulty by modern critics. The story, we now say, needs l 
a strong dramatic climax to which everything else is sub- , j 
ordinated, and this is found in the striking contrast of the 
ragged, bewildered Rip and the crude, boastful' pros- 
perity about the village tavern. In this situation would 
lie the one big scene^^ The short story has developed 
away from the idyllic personal essay in the direction of 
the drama, just as today the drama is being shortened to 
eet the magazine story? 

In seeking the inventor of the modern short story, 
much clearer case may be made for Haw- 
Hawthorne thorne or Poe. Both of them began their 
a d Poe distinctive work in the short story about 
1830, ten years after the appearance of 
Irving’s Sketch Book, Significantly both found recog- 

* Cf. Prof. C. S. Baldwin's consideration of this question in- 
the Introduction to his A erkan Short Stories, 
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nition in this field through minor periodicals, Haw- 
thorne by the publication of “ The Gentle Boy ” in the 
Boston Token, Poe by winning a prize from The Saturday 
Visitor (Baltimore) with “ The MS. Found in a Bottle.” 
Both men dealt freely in the gloomy and the super- 
natural, imaginatively interpreted, and both alike pro- 
vided keys unlocking the secrets of their workshops to all 
who care to enter. Hawthorne’s art can be understood 
best through an acquaintance with his American Note- 
Books, where we find the narrative impulses and"' ideas 
he jotted down from day to day. Poe put much of his 
theory of the short story into a criticism of Hawthorne’s 
tales, printed in Graham's Magazine for May, 1842. 

A single paragraph, from this article of Poe’s, will 
indicate what he found to be essential in his own art and 
that of his fellow-craftsman : 

^ “A skillful literary artist has constructed a tale. If 
wise, he has not fashioned his thoughts to accommodate 
his incidents ; but having conceived, with 
Poe’s Ide deliberate care, a certain unique or single 
of th Type effect to be wrought out, he then invents 
such incidents, — ^he then combines such 
events as may best aid him in establ ishing t his preco n- 
I ceivcd effecW If his very initial sentence tend not to Ae 
ouffiringing of this effect, then he has failed in his first 
step. ■>' In the whole composition there should be no word 
written, of which the tendency, direct or indirect, is not to 
the one preestablished design. And by such means, with 
such care and skill, a picture is at length painted which 
leaves in the mind of him who contemplates it with a 
kindred art, a sense of the fullest satisfaction. The idea 
of the tale has been presented unblemished, because undis- 
^turbed ; and this is an end unattainable by the novel.’t^ 
The creative process here described is probably more 
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mechanical and self-conscious than Hawthorne conceived 
of, but Poe emphasizes exactly the phases of it that meet 
us constantly in Hawthorne's Note'- 
ituatio s Books, — namely, situations and effects, 

a d Effects Thus Hawthorne notes such conceptions 
as these : To have ice in one’s blood ’* ; 
“ A phantom of the old royal governors, — on the night of 
the evacuation of Boston by the British The print in 
blood of a naked foot to be traced through the streets of 
a town ” ; '‘A person to catch fire-flies, and try to kindle 
his household fire with the , — ^it would be symbolical of 
something.” 

^ The symbolizing of something, suggested in this last 
quotation fro Hawthorne, so long as it was held in 
check, gave idea as well as emotion to the 
Alle ory final i pression left by the stories, and 
was the supreme achievement of Haw- 
thorne and Poe alike. In both these men, however, it had 
a tendency to get beyond its bounds. In Hawthorne 
the result is often philosophizing sketches that are scarcely 
stories at all, but rather essays of the eighteenth-century 
type. In Poe there is a corresponding fondness for the 
remote and fantastic, sometimes even characterized as 
fable” or ‘‘parable.” Hawthorne is often weak in 
building up or sustaining a plot, but Poe carries his 
principle of studied invention so far that the very artistry 
of his plots see s artificial.*- 

- Both writers, on the other hand, have certain means 
of arriving at the effect of realism. Hawthorne, how- 
ever unusual his situations, puts into 
ethods of them characters that he has studied 
ealis^ deeply and in detail, so that we recog- 

nize them as human, like ourselves. 
Poe’s people, when individualized at all, are likely to 
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be mere replicas of his own moods, and sadly lacking in 
Hawthorne’s variety. Poe’s realism, indeed, lies largely 
in his style. This at times is as ornate and artificial as his 
plots and the settings in which these are enacted. But 
at his best he has the accumulation of what seems to be 
unconscious detail after the manner of Defoe, coupled 
with the picturesqueness of description achieved later by 
Stevenson. This is seen in all his best stories, particularly 
The Gold Bug ” and The Cask of Amontillado,” and 
is of peculiar service in his tales of mystery and 
Poe’s activity extended exactly to the middle of the 
century, and Hawthorne lived until 1864. By the latter 
date the stories of both of them had be- 
Immediate come fixed in many American minds as 

I itators — models of a new structure in fiction. 

O’Brie Naturally various American writers dili- 

gently set about imitating these models. 
Fitz- James O’Brien, a young Irish journalist on the staff 
of Harper^s Monthly, found in Poe a kindred spirit. He 
wrote abundantly in the manner of Poe’s short-story 
technique, and showed a ‘marked preference for subjects 
that were grotesquely imaginative or uncanny. But he 
gave to his stories a greater realism, by drawing them 
apparently out of the commonplace conditions of every- 
day life. Thus the memorable mystery of his ^'What 
Was It ? ” is developed not in a land of the imagination or 
in a dream-palace with bizarre decorations, but in an old- 
fashioned New York boarding house on Twenty-sixth 
Street between Seventh and Eighth Avenues. O’Brien 
had not yet attained Poe’s brevity and directness, when 
he was killed, at the age of thirty-four, in the Civil War. 
He is another of those literary men about whom (jpe can 
only wonder what they might have done with a few years 
ore in which to develop their art 
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A more developed and a more complex art is that of 
Bret Harte, another journalist, who first won recognition 
in 1868 by the publication of '' The Luck 
Bret Harte of Roaring Camp” in the Overland 
Monthly, He had in the experiences of 
the California prospectors a rich vein of material, as yet 
undeveloped, and he appreciated fully the possibilities in 
its unique characters and picturesque experiences. It 
was the ideal combination for narrative, — ^abundance of 
detail? to be presented with great show of realism, but 
located so remotely from general experience that it in- 
evitably strikes the imagination as romance. To his task 
Harte brought a sense of vivid, somewhat exaggerated 
characterization acquired from the novels of Dickens, 
and a skill in receiving and imparting unique impressions 
after the manner of Poe. Again, as in the case of O’Brien, 
this was an instance of applying the new impressionism 
of the short story to affairs of daily life, but the life was 
that of a specific portion of the country, and rather 
highly colored at that.'" ^ 

^ Bret Harte was not far wrong, wB& he explained, in 
1899,^ that the success of his stories was due to the fact 
that they were the first to present a dis- 
His Loc 1 tinct phase of American life, sympa- 
Color thetically and with truth of detail. He 

might have added that this was a phase 
of life particularly rich in motion and color, that his sym- 
pathy found expression in the finest technique yet de- 
veloped for such fiction, and that the truthfulness of 
his detail was strained considerably to make people and 
things striking and memorable. As Professor Canby puts 
it, the man who would look for Yuba Bill at Sandy Bar, 

* In an article, *'The Rise of the Short Story,” in The CornUll^ 
Magazine, July, 1899. 
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would search for Pickwick in London, and Peggotty on 
Yarmouth Beach. At any rate, the unique interest of 
one section of the country or another soon claimed the 
attention of various authors who undertook to phrase 
their impressions of this localized panorama of life ac- 
cording to the methods of Poe and Harte, and as they 
succeeded there came into popularity the familiar Amer- 
ican short story of local color. 

One other author, cultivating one other variety of short 
story, came into prominence by 1870, as an essential factor 
in this general move ent toward life 
He ry J es around us as the material of the writer’s 
selective impressions. This was Henry 
James, who has remained until our own day,^ in short 
story and in novel, chief sponsor for the impressionistic 
treatment of realistic and uncolored detail. This detail 
of his is not external, however, like so much of the pic- 
turesqueness of Bret Harte and the later local-colorists. 
It is rather the detail of the psychologist, the detail of 
mental experience and intellectual contrast, and a sort of 
detail too that James interprets with extreme thorough- 
ness and the last touch of subtlety. In his striving after 
the exact and entire expression of the situations that have 
impressed him, he has evolved a corresponding subtlety 
of phrasing, with the result that his short stories and his 
novels are extremely difficult for the mere casual reader. 

With all his apparent diSiculty of approach, Henry 
James is by no means to be set aside and reserved for the 
elect. He has been a potent influence in 
His I e ce American letters for nearly half a cen- 
tury, turning the eyes of authors inward 
to the real essentials of personality and life experience, 
holding in check the realists who would lose us in a aze 
* Henry Ja es died Februaiy 29, 1916. 
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of unordered truth, counteracting that other tendency of 
realism to revel in filth for filth's sake. Better than these 
things for the student of the short story, he has been a 
master-craftsman in this form of literary art, with deli- 
cate perceptions, unerring touch, and a richness of utter- 
ance that is a constant source of satisfaction to those who 
love fine phrasing. The situations that have caught his 
eye are exquisite things, — ^the penniless representatives of 
the “ real thing ” glad to serve as artist’s models and even 
to do -"menial tasks for low-bom rivals in this humble 
occupation ; the strong-willed daughter who plays the part 
of chaperon ” for the mother whom society has rejected. 
Equally satisfying are the methods by which he has pre- 
sented these situations, from just the proper angles, so 
as to impress his readers with the mood that should ac- 
company them. 

Up to this point the account of the short story has been 
entirely in terms of America. At first France alone of 
European countries exhibited a compa- 
The hort rable development in the art of fiction, 

tory i and in more recent years it has been the 

Fra ce largest foreign influence upon the Amer- 

ican short story^^ Closely corresponding 
to the achievements of Poe and Hawthorne were those of 
their French contemporaries, Merimee and — in a limited 
portion of his work — ^Balzac. France like America was 
still dominated largely by romantic imagination and was 
just learning to trim close in its modes of expression. 
This romantic dreaming and exquisite finish were fused 
most thoroughly in the stories of Gautier, who profited 
not a little by acquaintance with the work of Poe. 

Shortly after the middle of the century, France, fol- 
lowing tie lead of Russia, became strongly addicted to 
naturalis in her fiction, — ^that is, the minute and scie - 
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tific presentation of life in all its realism, with an apparent 
detachment of the author and his sympathies from the 
circumstances described. While this ob- 
French jective treatment made less direct appeal 

Naturalism to the emotions, it had possibilities of 
great imaginative unity and encouraged 
the portrayal of small units and detached threads of- 
experience. Under such conditions the French short 
story reached the height of its effectiveness and be- 
came a model both for Europe and America. At the 
hands of such men as Daudet and Maupassant, one vital 
situation after another is deftly caught out of the passion- 
ate languor of southern France, or the hard and sordid 
selfishness of the North, or the veneered immorality of 
the capital, and held up to view pitilessly, cynically, but 
always — from the mechanical point of view — exquisitely.^ 
Thus Maupassant’s well-known story, ‘‘ The Necklace,’’ 
depends for its strength partly* on the situation of utter 
falseness and pretense upon which it is developed, partly 
on the merciless way in which it lays bare the poor little 
ambitious heart of Mme. Loisel, and more than all on the 
supreme skill with which every detail is made to play its 
part in the rapid and unerring creation of the impression. 
‘*Ah, the good pot-^au-feu!’^ exclaims M. Loisel, as he 
settles down to the humble noonday meal; and we have 
no further doubt about his social aspirations. 

England was won over very slowly to the ideal of the 
modern short sWry. ^Not until Robert Louis Stevenson, 
who came into prominence in 1877-78, 
e i i s did she find a man who consistently pro- 

i la d duced stories of this type worthy to rank 

with the notable achievements gf Amer- 
^ ica, Russia, and France. English writers of other forms, 
usually novelists, had occasionally mingled vivid, single 
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impression with economy of form and succeeded at it; 
for example, Sir Walter Scott, in Wandering Willie’s 
Tale,” as early as 1824, Charles Dickens in The Signal 
Man ” (1866), Mrs. Gaskell in "" Cousin Phillis ” (1864), 
and Dr, John Brown in Rab and His Friends ” (1858). 
But for one reason or another this success was not fol- 
lowed up, and the technique involved was not thoroughly 
mastered, St^enson indeed was less Briton than cos- 
mopolitan, with his Scottish tenderness, his exotic imagi- 
nation, and his French sense of form. At any rate he 
mastered the secret of the short story : “ You may take a ; 
certain atmosphere, and get action and persons to expre,^^ 
and realize it.” ^ ^ 

^ Stevenson, a master spinner of yams, gave a neif* f 
sparkle and zest of romance to the short story in Biigli#* " 
. and kept it from becoming wmewtiktJ 

Robert Louis bloodless in its impersonal in^ess|o|ls 
teve so realistic details and its tn^ecoff^m^ m / 
expression. The imprej^btts of % 

son are unified and vivid, but they are deriyijnfrcife ' ’ 
romantic material, as in The Sire 

or rich in imaginative detail, like^Marfeiteijn^ ThcJ#^r} 
guage, too, while apt and 
turesque to an unusual dema| 

particularly “ Markheim " Dr^ M.r. 

Hyde,” suggest the mysti«#T^bings chag^r ^%n=- 
mon in the tales of ^ 

Str ang ely mough ^^|y»r.feeat aK fei writer of 
short stories is il co$inM^a^ for all his 

vigorous patriotisrn^piu^ili^ short stories are 

as a rule locate 3 ^|^%;njjfe British colonies, and among 
the territorial arg^,,wl^^ may be minutely real- 
istic, bSt it fffid^tic suggestion to the un- 

'Balfiqir's VoL II, p. 169.* 
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traveled reader. Thus he has supplanted Bret Harte as 
the acknowledged master of local color in the short story 
in English, having at the same time a 
Rudy d wide acquaintance with a life unknown 

Kipling but fascinating to the average man, the 

trained eye of the journalist to see at 
once to the center of interest in his raw material, and the . 
skill in language necessary for one who would always put 
the right word in the right place. 

It may be argued, indeed, that his journalistic crafts- 
manship is too obtrusive. Local color like his, that always 
puts an emphasis on things that are 
His Art ‘ vivid or full of rich tints, is very prone 
to exaggerate. People and events in 
♦ Kip^il^g’s India are probably no nearer life than Bret 
’ JHarte'^d^., Argonauts or various later American creations 
^ tl^at be mentioned. But so long as they are sufE- 
. cien|ly detailed and we are not called upon to verify them, 
1ve likely to^care very little about exaggerations. This 
emphalis on ‘'big situations ’’ and “good 
'storied, ^Epm the *jgurnalist s point of view, is itself open 
to critidis.i:^j more subdued sort of thing, the 

reali^^ Itfe, has had a sufficient share of ex- 

pbnent^,^l^^^fciy' James pointed out the way. More- 
over KijAih^^fel^'^s^done more modest things, some 
of4fee , Ws very finest work. Other 

debatable ® tend^^^Bs^ ■ mentioned, — ^his somewhat 

flippant treatmer^V^^^p^j^ 3li$ i^ondness for stories with 
a surprise at the' of picturesque 
phrases that are just^'^^B^kng, — br^ne power his 
training has given him^^^ ^i^ ^j^egre elti^l^no debate. 
His skill in organizing detain^ organic 

units, moving inevitably and l^^feng no 

doubtful impressions behind highest 
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art o£ the short story, — ^not rejecting details but utiliz- 
ing them. 

Rudyard Kipling has shown such a large productivity in 
the short story that the limits of this chapter permit only 
a bare listing of the collections into which 
His Work separate stories from the magazines have 
been gathered. The first of these was 
Plain Tales from the Hills (1888), made up largely of 
stories first published like his “ Departmental Ditties ” in 
the Civil and Military Gazette, of Lahore, India. The 
success of this volume immediately encouraged further 
reprints, among them Soldiers Three, relating additional 
adventures of his three famous heroes already introduced 
in Plain Tales. A much stronger collection of stories is 
his Life*s Handicap (1891), in which are famous titles 
like “-The Courting of Dinah Shadd,” " The Man Who 
Was,” “Without Benefit of Clergy,” and “At the End 
of the Passage.” Later collections of note have been 
Many Inventions (1893), The Jungle Book (1894), The 
Second Jungle Book (1^5), The Day’s Work (1898). 

While England was finding a worthy place in the his- 
tory of the short story, American writers were by no 
means idle. One group, including 
Later Thomas Bailey Aldrich, Frank R. Stock- 

America s ton, and H, C. Bunner, developed a dis- , 
tinctly American type of story, told wijh. 
all the brevity and deftness of the French. The material 
itself was slight, little more than an anecdote, and there 
was sly humor throughout, usually leading to a turn ‘of 
surprise at the end. Everybody khows— or does pot 
know — ^the conclusion of Stockton's “ The Lady or the 
Tiger?” The local-colorists. of tliis period became con- 
tinually more nu erous and prolific, so that by 1900 little 
of A erica remained virgi* soil. What'Bret Harte had 
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done for the gold-seekers of California, George W. Cable 
did for Louisiana in Creole Days/’ Thomas Nelson Page 
for Virginia, Sarah Orne Jewett and Mary E, Wilkins- 
Freeman for New England, Hamlin Garland for the 
Middle West, and later Jack London for the Alaskan gold- 
fields. William Sidney Porter (O. Henry) sought and 
found local color in various localities, particularly Texas* 
and New York City. In technique and mannerisms he 
followed the lead of Kipling, at the same time having 
much in common with the authors of anecdotal Stories 
just mentioned. 

At the present time the magazines of both England and 
America are free to choose out of an abundance of good 
manuscripts submitted for inspection. A 
Present large list might be prepared of conspicu- 

Activity ous authors in both countries whose work 

is always in demand and of a consistently 
high standard. Still every year brings into notice various 
stories of the highest merit by writers previously unheard 
of. This fact, together with the recent flood of manuals 
on short-story technique and the numerous catch-penny 
plans advertised to aid beginners in preparing and mar- 
keting their manuscripts, has set hundreds of unprepared 
and unqualified persons to work upon stories. There are 
so many magazines and syndicate schemes in existence 
that many stories get into print that should never see the 
light of day. The reader will hardly be conservative 
enough to limit himself to well-known names, such as 
Jacobs, Quiller-Couch, Conrad, and Hewlett from Eng- 
land, and Zona GMe, Mary Heaton Vorse, and Mrs. 
Gerould in our own country. But before he goes far 
afield he would do well to eouip himself with a Ihorough 
acquaintance with the tried md accepted models of short- 
' story writing. 
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Technique of the Short Story 

The technique of the short story may be considered 
most conveniently in its relations to that of the novel. 

Such an attempt will in no sense oppose 
Relation to the contention, stated emphatically in 
Other Forms every manual of short-story writing, that 
of Literature the short story is not a condensed novel 
and cannot be expanded into a novel, 
that ifs point of view, its principles of structure, and its 
artistic impression are all peculiarly its own. When all 
this is granted, the fact remains that novel and short stoiy 
are at least kindred forms of prose fiction, making use of 
the same elements of narrative under the same traditional 
principles of art. The short story has affiliations also with 
lyric poetry, and with the one-act play now growing so 
rapidly in popular favor^ But there are numerous pieces 
of good fiction, such as Henry James has written from 
time to time, that challenge the ingenuity of critics to ' 
determine whether they are brief impressionistic novels 
or long short stories. 

In actual fact, it is probably as difficult to generalize 
on the mental processes by which an author works toward 
a finished short story as on those that go 
Perso ality to the completion of a great novel, j The 
a d assumption is, however, that for the short 

I pression story they are analogous to t&ose of a . 

lyric poet, with a fairly definite initial 
impulse, a vivid imaginative impression capable of being 
communicated, and an intellectual power to see the end in 
the beginning. Just as the lyric is personal the short story 
is pers<;jpal, selecting out otthe kaleidoscope of events 
the few related ones that ha:*'e caught the author's fancy, 
and undertaking to produce with them* an imaginatii^ 



2o6 The Typical Forms of English Literature 

experience for us that is akin to the author’s own. The 
circumstances chosen may be unusual to the bounds of 
probability, or they may be common as the dust beneath 
our feet, only seen in a new light. They may be presented 
with all the resources of the writer’s emotion or in the 
hard, cynical manner of Maupassant and his imitators. It 
is for us to lend ourselves to the author’s purpose and see 
these things with his eyes.*^ 

Like the novel the short story is co pounded of the 
elements of plot, character, and setting. As usual one of 
these must predominate, but in the short 
O e tory- story this fact often carries with it the 
Ele ent practical exclusion of all subordinate 

Predo inates interests. Not that a good plot-story can 
be constructed without characters or 
good characters portrayed without incidents. But time 
is so limited and excision so marked in these stories that 
plot ay be reduced to a single point of decision or char- 
acters become puppets in order that some other end may 
be served. An author’s first impression usually comes to 
hi from a situation, — ^a new grouping of circumstances, 
a haunting personality challenging analysis, a bit of back- 
ground giving new color to people and events. But es- 
sential to the impression itself is some one of these story- 
elements, crowding the others into the background, and 
suggesting the method to be employed in the final treat- 
, ^ ent of fhe materiaLv Stevenson understood this three- 
feld manner of procedure and illustrated each phase of 
p'^l^.his work. The Sire de Maletroit’s Door,” from its 
first conception till the last word is spoken by its puppet 
characters, is a story of plot. Will of the Mill ” is a 
character study with just enough plot to keep^t from 
being a sketch. ** The Mer^ Men ” is Stevenson’s oWn 
^example of a story of atmospfcore. There/’ he says, I 
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began with a feeling of one of those islands on the west 
coast of Scotland, and I gradually developed the story to 
express the sentiment with which that coast affected me/^ 
As a rule plot and character are both portrayed in 
dramatic fashion. Action is organized into scenes, — or 
if possible into a single scene. These 
Unity in scenes represent the vital steps in the 
Plot and procedure and are themselves planned 
Character for climactic effects. Characters are at 
the best not complex and can undergo 
little development. Hence they are able to reveal them- 
selves in dialogue and require no analysis or explanation 
at the writer’s hands. The time involved in the story is 
condensed as much as possible. When a long stretch of 
time is unavoidable, as in Maupassant’s The Necklace ” 
or Kipling’s Baa, Baa, Black Sheep,” this is suggested 
quietly and adroitly, so as not to destroy unity of im- 
pression. All these conditions throw an undue emphasis 
upon that which is striking or unusual, even to the point 
of being fantastic. Characters are in constant danger of 
becoming caricatures, just as the situations may force 
probabilities to the very verge of patience. 

It is much easier to have short stories dominated by 
their setting, and thus to keep an ‘‘ atmosphere,” than it 
is to get this effect with novels. Not 
tories of often does nature enter into a novel so 


Atmosphere thoroughly as Egdon Heath' penetr^s 
Thomas Hardy’s Return of the 
Short stories of atmosphere abou nd, particul arly 
humeru s varieties of “local color ” that have ps^^^ 
among them the motley garments of America. There is 
no need to remark that this local color, like the dialect 
that frequently accompanies it, may impart spirit an<l'i 
rtistic beauty to the i^iTative, or may be overdraw«fev> 
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till it becomes crude and obtrusive. Like many another 
fine phase of art, it is easy to do moderately well — or 
badly. 

Under the constant pressure of economy of phrasing 
and singleness of effect, style and diction have taken on 
new importance for the writer of short 
tyle d stories..* Dickens and Scott could afford 
Dictio to be prodigal — and accordingly careless 

— ^in the words and sentences they poured 
into their novels. The ideal short story, however, should 
be as perfect an organism as the sonnet, admitting no 
word that has not been weighed and considered and found 
to be the one word for tho place, performing its small but 
vital part in enhancing the impression of the wholes Yet 
this perfection of phrasing should never call attention to 
itself or become more than a means to an end. The-per- 
fectly groomed gentleman is vastly superior to the tailor’s 
modeL French short stories, at the hands of Gautier, 
Daudet, and Maupassant, fixed the standard in this re- 
spect. Kipling at his best has measured up to this. But 
Kipling at other times has fallen into a mannered sort of 
smartness, in which he has been followed all too fre- 
quently by O. Henry and the host of other Americans 
who have coveted O. Henry’s eteoric career of success. 


Subjects for Study 



Reconstruction of Addison’s Sir Ro er de Coverley a- 
a short story. 

# The bible story of Ruth as a short story. 

3. Coniparison of Defoe’s “Apparition of Mrs. Veal” and 
Poe’s “House of Usher” as presentations of the supernatural. 

4. Criticis of Poe’s “ Philosophy of Composition ” ba^ed on 

personal experience. \ 

^5. Reconstruction^ of a current newspaper story as a short 
story., 
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6. The short story involved in Rossetti's painting, Found." 

7. The short story in Scott’s “Lochinvar,” Hood’s ‘‘Th^ 
Bridge of Sighs," or Keats’s “ La belle Dame sans Merci.” 

8. Reconstruction of the one-act play. War Brides, as a short 
story. (The Century, February, 1915.) 

9. Stylistic comparison: Kipling, Conrad, Maupassant. 

10. Suggestion, plan, and completion of a short story of inci- 
dent; of character. 


Collections 

Selected Short Stories. - Introduction by Hugh Walker. 
World’s Classics: Oxford University Press. Cloth, 35 cents. 

A cheap and convenient miscellaneous collection. 

A Book of Short Stories. Selected and edited by Stuart P. 
Sherman. English Readings : Holt & Co. Cloth, 35 cents. 

A limited but very useful selection, with helpful introduction. 

The Short-Story. Specimens illustrating its development. 
Edited by Brander Matthews. American Book Co. Cloth, $1.00. 

Twenty-four representative English and foreign selections, with 
introduction reduced from editor’s earlier treatise. 

The Book of the Short Story. Edited by Alexander Jessup and 
Henry S Canby. Appleton & Co. Cloth, $1.10. 

Specimens of tales and short stories representing the entire 
history of the form. Introduction by Professor Canby and ex- 
tensive reading lists. 

Modern Short Stones. Edited by Margaret Ashmun. The 
Macmillan Co., $1.25. 

Twenty-one famous modem stories, English and foreign. The 
introduction is commendable and there is a considerable list of 
additional stories. 

Modern Masterpieces of Short Prose Fiction. Edited by Alice 
V. Waite and Edith M. Taylor. Appleton & Co. Cloth, $1.50. 

Fewer stories, but of considerable variety. 

The Great English Short-Story Writers. Edited by W. J. and 
C. W. Dawson. Harper & Bros. 2 vols., each $1.00. 

About thirty representative stories, those in the first volume 
by earlier writers, in the second by contemporaries. Good in- 
trodttction- 

A er^an Short Stories. Selected and edited, with an In- 
troductory Essay on the Short Story, by Charles S. Baldwin. 
Wampu Library: Longmans, Green & Cd $140. 
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Critical Discussions 

Evelyn M. Albright, The Short Story: Its Principles and 
Structure, New York (Macmillan), 1907. 

C. R. Barrett, Short-Story Writing, New York (Baker & 
Taylor), igoo. 

Henry S. Canby, The Short Story in English, New York 
(Holt & Co.), 1909- 

Henry S. Canby, A Study of the Short Story, (Condensation 
of the above for class use.) New York (Holt & Co.), 1913. 

Sherwin Cody, How to Write Fiction Especially the art of 
short-story writing. London (Bellairs & Co.), 1895. ^ 

E. A. Cross, The Short Story, Chicago (McClurg & Co.), 1914. 

J. Berg Esenwein, Writing the Short Story, A practical hand- 
book. New York (Hinds, Noble & Eldredge), 1908. 

Carl H. Grabo, The Art of the Short S,tory, New York (Scrib- 
ner), 1913- V ' ^ 

Hale and Dawson, The Elements of the Short Story, Study 
plans. New York (Holt & Co,), 1915. 

Brander Matthews, The Philosophy of the Short Story, • New 
York (Longmans, Green & Co.), 1901. 

R. W. Neal, Short Stories in the Making, New York (Oxford 
University Press, American Branch), 1914. 

Notestein and Dunn, The Modern Short Story. New York 
(Barnes Co.), 1914. 

W. B. Pitkin, The Art and the Business of Short-Story Writ- 
ing, New York (Mac illan), 1912. 



VIII 


THE DRAMA 
History 

After more than twenty centuries the tragedy and 
comedy of the ancient Greeks are still accepted as the 
supreme achievement in these forms of 
e i i s art. Aristotle's great critical document, 
of Tr edy the Poetics, based directly upon the prac- 
tice of these classic dramatists, remains 
the ioundation stone of all critical interpretation of 
modern plays. Yet these Greek dramas have at no time 
had an appreciable direct influence on English stage plays, 
and have been practically unknown to many of the most 
eflfective playwrights. This is not merely because they 
were poetic plays ; all the great dramas of Elizabeth's day 
were poetic. But they began as essentially lyric compo-* 
sitions with the accompaniment of music and choric danc- 
ing; and the dialogue that developed in the succession of 
iEschylus, Sophocles, and Euripides came into being later 
to present more graphically the circumstances celebrated 
by the chanting throng. JEschylus, as Aristotle explain'sT 
increased the actors from one to two and gave prominence I 
to their dialogue ; Sophocles added a third actor and intro-;;^ 
duced painted scenery. 

^ragedy among the Greeks concerned itself largely 
with holy things. Immortals and supermen were thus 
*-^fpug^t before the eyes of the populace. That their 
. ajesty might not be forgotten, the platform on which 

2X1 
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they stalked on elevated sandals was separated from the 
amphitheater by the dancing-place of the chorus, with a 
sacrificial altar in the midst of it; and the 
Greek faces visible above their flowing robes 

e ote ess were not of flesh and blood, but the un- 
of Effect changing outlines of carved and distorted 

masks. If one compares with this re- " 
moteness the pageant-wagons of English bible-plays and 
the rough intimacy of performances on the Elizabethan 
stage, with apprentices on three sides and dandies on"" the 
very boards, it will appear that the English people not 
only preferred to see things acted out, but they wanted the 
performance as tangible and realistic as possible. The 
Greek comedy of Aristophanes had indeed much of the 
action and reality England has always craved, but even 
in this form it has always been convenient for Eng^lish 
drama to find models closer at hand. 

As observed elsewhere, modern Europe during the 
Renaissance had a strange fashion of searching through 
classical literature backward, and often 
L ti stopped contented with late Latin models 

odels for instead of early Greek. This was true of 

E land the drama. Scholarly men, in England 

as on the continent, seeking after classical 
standards for their comedies, found some to their satis- 
faction in the Latin work of Plautus and Terence, two 
hundred years later than the Greek plays of Aristophanes. 
By this choice they lost little in stage effectiveness, so 
far as concerns comedy, but the compromise they made 
in tragedy was more costly. Here for some reason they 
fixed upon the series of tragedies usually ascribed to the 
orator and philosopher Seneca, favorite and later victim 
of the Emperor Nero. Though based on Greek myths 
afld modeled considerably on the work of the Greek 
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masters, these plays were plainly not intended for the 
stage, but to serve as forensic exercises in the schools of 
oratory then popular. Even Aristotle's Poetics came late 
to the knowledge of the Renaissance as a manual of 
dramatic art, and had to contest popularity with the Ars 
Poetica composed by the poet Horace as a letter to his 
friends the Pisos. 

When dramatic composition in England first developed 
an artistic consciousness, it did so under the influence 
of men of learning, and the programme 

eneca these men proposed was, — Seneca for 

Tra edy tragedy, Plautus and Terence for com- 
edy, Horace for critical theory/' Hence 
at the threshold of this account, there is more reason to 
define the art of Seneca and Plautus than that of their 
Greek predecessors. Seneca's plots, like those of Greek 
tragedy, are based on the legendary history of gods and 
mighty heroes, with a marked fondness for horrible 
crimes and appropriate retribution. In two plays at least 
— Thyestes^2Lnd Octaviar-^z spirit is recalled from the 
Shades to participate in the action. Horror and blood- 
shed is carefully removed from the stage, however, and 
formally described or reported by messenger. In fact, 
genuine action gives way almost entirely to long set 
speeches and eloquent moralizing, the former by the dig-/ 
nified characters, the latter by the equally solemn chorus.] 
The plot is carefully trimmed of all extraneous matter, 
and &e five acts in which it is always presented do not 
develop successive stages of the entire action, as in Shake- 
speare’s great tragedies, but 'are concerned with various 
phases of the situation that marks the crest or climax of| 
the d^matic movement. There is indeed an extended! 
exposition of earlier events, related or presented as solilo- 
quy^ but the action prop represents a cf oss-section of tfa% 
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entire plot at its crucial moment, rather than an extended 
narrative of the whole. 

Various technical details of the Senecan tragedies have 
had considerable influence upon modern playwrights. 

Most important of these probably is the 
I fluences arrangement in five acts of a variable 
fro eneca number of scenes, a scheme almost held 
sacred by the Elizabethans. Somewhat 
less significant was English imitation in matters of char- 
acterization and style. The chorus, while still employed by 
Seneca, was withdrawn from participation in the action 
and given an explanatory and moralizing function merely. 
■The separate characters were balanced against each other 
in a stiff and formal grouping. There was little subtlety 
of characterization and no chance for development. All 
speeches were in high-style, the one concession from the 
constant oratory being the Greek device of ‘‘sticho;- 
mythia,” an artificial sort of dialogue in alternate lines. 
Antithesis was frequently employed, hyperbole abounded, 
and every character was inclined to speak " sententiae,'' or 
moral aphorisms, upon the slightest pretext. Any pr all 
of these features were likely to appear at any time in 
Elizabethan tragedy. 

Latin comedies, as written by Plautus and Terence, 
were what may be called ‘^comedies of manners,’' and 
have served as ultimate models for all 
juati such comedies down to our own day. 

Co edy f That is, their primary purpose was to 
ers present with a mild spirit of ridicule, 
, ^ elements of weakness or extravagance in 

the society of their day; to satirize, in other words/ obvi- 
ous deviations from the accepted standards of right liv- 
ing. Characters and situations, while true enough to life 
lo be accepted as probable, had their typical features in- 
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tensified to the exclusion of other qualities. Thus misers 
became practically greed personified, fops were incarnate , 
foppishness, and hungry servants were all stomach. Fre- 
quently the names they bore implied as much. Plots were 
well-constructed fabrics of intrigue, almost fascinating 
enough to justify themselves apart from their satirical 
.connections. These plots, however, were made to grow 
naturally out of the peculiarities of the characters, gen- 
erally under the manipulations of some clever and un- 
scrupulous trickster, a scapegrace servant or a profes- 
sional parasite. The entire treatment was unemotional, 
unsympathetic. If a doting old father suffered from< 
placing too much confidence in a contriving son, or a self- 
righteous youth trusted his own powers too far and fell, 
there was no pity for the victim. J ustice and not mercy 
dominates _the comic stage . 

Little if any knowledge of this Latin drama, penetrated 
to the distant island of Britain, where Rome set up her 
, military outposts in the last century be- 

First En lish fore Christ. Indeed, this island was to 
Dra a not see the withdrawal of these outposts, and 
Qassic 1 bear the impress of invading forces of 
Saxons, Danes, and even Normans before 
it witnessed a single dramatic performance at all worthy 
of the name. Then the drama appeared in a new guise, 
crude and childishly serious, an outgrowth of the worships 
of the medieval Christian Church. The models •of classi- 
cal antiquity were to remain neglected in England for 
some four hundred years more. 

From a few uncertain records of the twelfth and thir- 
teenth centuries, we gather that in England, as on the con- 
tinent. simple olavs began to be developed from the 
events (S)nnect £ d -jaEit h the twn chief anniversaries in the 
Christian calendar— Easter and Christmas . Gradually 
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the dialogue for these dramatizations passed from the 
actual Latin of the Vulgate Bible and the service book to 
the spoken English of the day. Scenes 
Early were staged first in churc hes, then in 

Reli io diurct^irds, lateF on platforms along 

Dra a the s tr eet and o n the village-green, and 

in some instance on wagons drawn 
from comer to corner along the village thoroughfare. 
Actors were jcclesiastic g, so long as the performances 
were on church property. Afterward these men»were 
supplanted by tradesmen and peasants of the vicinity, 
who in time, no doubt, came to take a genuine professional 
interest in their annual assignments, as in recent years the 
simple folk of Oberammergau have in their Passion Play. 

As skill increased the subject-matter was extended from 
its original centers of interest to cover practically ^11 the 
effective episodes of the four gospels, a 
ystery few fro m the old testament , and a num- 

Plays fe of saints’ legencS By 1400 various 

communities, such as Chester, York, and 
Coventry, had organized the material of these Miracles or 
Mystery Plays, as they were called, into connected cycles, 
performed regularly on the festival day of Corpus Christ! 
(the sixtieth day after Easter) and occupying the entire 
period from daybreak to nightfall. The trade-guilds, 
then prominent in municipal affairs, shared responsibility 
for various parts, — sometimes with nice appropriateness, 
as when the shipwrights staged the Building of the Ark, 
and the vintners the Marriage at Cana. 

The stage was a rough platform, open on all sides, but 
curtained beneath to provide a dressing-room ; or else, as 
was certainly the case at Chester and York, there was a 
series of wheeled stages or “ pageants,” drawn Ithrough 
«the town and stopping one aft^r another for a perform- 



The Drama 


2lJ 


ancc at each crowded street corner. Stage-settings were 
according to the principle of what is called simnltaneous 
staging/’ the crude suggestions of the 
Methods several scenes required for one episode 

of taging being in place at once. Because of th e 

frequent intercourse with heaven an d 
, h ell, much use was made of an upper platform from 
which descended angels with gilt hair and Qu t_o£jwfakk 
t he Almighty himself might speak ; also o f a gaping pai r 
of dragon’s jaws (Hell Mouth) emitting black smoke an d 
occasionaflpngHt^ little devils . For one episode, such 
as the Wakefield Second Shepherds’ Play/’ the scene 
was supposed to shift rapidly from the shepherds’ camp 
to Mac’s cottage, back to the camp-fire and again to the 
cottage, and then upon the fields outside descended the 
Angel of the Lord — from the upper platform — ^proclaim- 
ing ** Gloria in excelsisi ” Upon occasion a messenger 
in character might elbow his way through the throng of 
spectators, or Herod rage in the pageant and in the 
street also.” 

The text of the plays was an expanded paraphrase 
of the scriptures, in a long series of dramatic situations 
•marked by vigorous action and frank 
Tc t of realism. Every step of importance 

the Plays was included, every event visualized. 

Speeches were in the current vernacular, 
arranged loosely in a rapid, easy-going verse. Things es- 
sentially serious or sacred, such as the Sacrifice of Isaac 
or the attitude of Christ through the experiences of Pas- 
sion Week, were managed with becoming reverence and 
restraint, and often expressed in language of rare beauty. 
The English public, however, loved low comedy and 
. horse-play, and had already become familiar with it in 
May-games and other buffoonery. Faflrce of this sor 
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passed easily into the Miracle Plays, and pleased the popu- 
lace without offending the fastidious, for it was confined 
to incidental happenings and minor characters. Thus the 
comic experiences of the shepherds with the thievery of 
their neighbor Mac merely mark time before the appear- 
ance of the angel ;Noah’s shrewish wife and her gossips 
afford a harmless diversion before the horror of the , 
deluge, and even Joseph, the elderly husband of Mary, 
serves by his rough and ignorant protests to emphasize 
the miracle of the virgin birth. These comic characters, 
too, are stock English types, and add considerably to the 
realism of the whole. 

Miracle Plays, particularly in cycles, continued to be 
performed until the time of Shakespeare. Before 1500, 
however, they began to divide the field 
The with the Moralities, which in turn soon 

Moralities developed in the direction of the Inter- 
ludes. These Moralities were first per - 
f orme d by amateurs on temporary stages, but eventually 
p assed into the hands of strolling players who acted in 
inn-yards and banqueting-halls . At first they were closely 
connected with a favorite device of writers in the Middle 
Ages, the abstract controversy or “ debate.” There had 
long been elaborate discussions between the Flower and the 
Leaf, the Owl and the Nightingale, the Body and the Soul. 
Early Moralities were dramatized struggles between se - 
lected Virtues and Vices for the Soul of Man . They 
flacked the charm of detailed characterization and at first 
subordinated action to eloquence. But they had the art of 
arranging certain selected events from a human life in a 
logical order to produce an effect of climax and create 
a single impression. ^ 

These early abstractions came gradually to have mote 
lof realis and*" individuality. ^ The Colorless figure of 
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Mankind himself, when he refused to take distinct shape, 
was occasionally dropped out altogether. A singl^Yl?^ 
was developed beyond the rest in wit and 
Course’*of resourcefulness until he lost abstrac t 
Their meaning, and was simply *'The Vice/ ' 

Develop ent with some chance name like Ambidexter 
or Titivillus, and played a part like 
that of the intriguing slave or parasite in Roman 
comedy. Here again there was an opening for h orse-L 
plaf and buffoonery , and the_chancejms^Qt^ An- 
other importation from the continent, the French farce, 
helped to point the way. The result was the rather vaguely 
defined Interlude, usually developing a slight intrigue plot 
with little restraint and much amusing dialogue and lively 
stage “business.” Serious moralities did not die out 
under this opposition, but turned to more concrete realism, 
sometimes to actual historical facts. 

I n the middle of the sixteenth century, when the term 
“ interlude was bei ng used indiscriminately for various 
'" dramatic fonn^serious or comic and of 
First Lati whatever length, the influence of Latin 

I fluences models first b ega n to be felt in En gland. 

It ent ered by way of the schools Tlhe 
universities, and the Inns of jpouA places where amateur 
dramatic performanciS^f a more scholarly sort were a 
frequent form of entertainment. From such sources cam e 
Ralph Roister Doisier, a comedy Iw Nicholas tJdali7 h€ad 
miip£i)£@m ; and soon after. Gammer Gurton's Needle, 
performed at Christ’s College, Cambridge. About the 
same time appeared the distinctly Senecan tragedy, Gorr 
boduc, or The Tragedy of Ferrex and Porrex, written by 
Sackvijpe and Norton for presentation at Whitehall by 
the Gentlemen of the Inner Temple. Of the two com- 
edies, Ralph Roister D *ster is considerably nearer thl? 
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work of Plautus. It has a well-knit plot of intrigue, even 
though the gull is exceedingly gullible and the slap-stick 
is worked rather vigorously. Characters are very obvi- 
ous types, indicated broadly enough in the names they 
bear. Merrygreek is a direct descendant from the Greek 
slaves or parasites whose scheming kept the plots of Ro- 
man comedy in constant motion. Yet he inherits likewise 
from the Vice of English Moralities. Roister Doister 
himself is the braggart soldier of all the ages, only 
slightly localized. Suggestive names extend eveli to 
household servants, like Tibet Talkapace and the old nurse 
Madge Mumblecrust. There is little satire outside the 
treatment of the title character, but there is much realistic 
portrayal of well-to-do English life. 

Gammer Gurton's Needle is more frankly realistic, 
more representative of the interlude, more English. • Dic- 
con, the Bedlam beggar, was no classic 
‘‘ Gammer importation. He and his kind were fa- 
Gurton's miliar on every English highway, but he 
Needle’* is none the less successful as arch in- 
triguer in the mischievous plot. Char- 
acters generally are of a lower social order, — ^too low in 
fact to admit many possibilities of cleverness or com- 
plexity. The plot, however, moves steadily forward, 
connects its riotous incidents naturally, and produces a 
totally unexpected denouement that modern farce-makers 
may well'envy. 

Both these comedies act well today, but the value of 
Gorbj^uc is almost entirely historical. It attempts to 
localize the dramatic methods of Seneca 
‘^Gorboduc” amid a vigorous, action-loving English 
public. Its story is British, but very 
remotely British, like Shakespeare’s King Lear or Cymbe- 
^line. The tragii material is ar^ranged with considerable 
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unity of structure, but the action is presented step by step 
in its development instead of being caught, after the 
classical manner, at the crest of its dramatic interest. 
Characters are few and princely, and are grouped with 
mechanical precision. They speak at great length, report 
crimeu^ather than perform it, and at rare intervals lighten 
their conversation to the extent of various lines of 
“ stichomythicj! line-for-Iine rejoinder. As if to atone 
for lack of action, each act is preceded by a '^dumb- 
show” to suggest in pantomime what is taking place. 
This device is not found in Seneca, but had already been 
used in Italy. Everywhere there is moralizing, the reflec- 
tive speeches of the chorus — four ancient and sage men 
of Britain ” — ^being particularly replete with it. 

Through the fifty years that followed Gorboduc, 
Senecan tragedy, adapted in one way or another to native 
^English taste, was constantly knocking at 
Further the doors of the Elizabethan stage. It 

Imitatio continued to appear, little changed in 

of e eca form, in the frequent amateur perform- 

ances of the Universities and Inns of 
Court It was cultivated for a time in society under 
patronage of the sister of Sir Philip Sidney. It fotmd 
most appropriate exemplification in the Roman plays of 
Ben Jonson early in the seventeenth century. But except 
for one limited class, the Senecan “ tragedies of revenge ” 
yet to be treated, i t never really found a welcome in thfe 
English theater. Certain things it did accomplish, how- 
ever. I t held continually before playwrights the ideal 
of unity of structure and effect, a thing hard enough to 
aintain amid the multiplicity ^f events and personages 
that eagle to crowd the Elizabethan stage. As distinct 
mechanical aids to this unity it provided the division into 
five acts and a strong tendency to grou^ characters fot ^ 
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paraljjglan d contrast. It est^li^ed for tragedy a trad i- 
tion of exalted perso nage^ ajid.-eluaiie ^ particu- 

Jhe ■caseuji.lh^gntral figure who suffers retribu- 
tion jpuhis guilt or error . Finally, from Seneca cam eThe 
iinpulse tQward,"t he tragedy o f revenge out of which 
Shake spear e _.ey_Qlyed his H amlet 
’^(plizabethan drama seems to have found itself about 
-the year 1590, at a time when numero us^e ager you ng lit- 
erary men were hard at work seeking to 
The Decision develop the highest pos sib ilities of th eir 
of En land nat T^tonguey / Shakespeare had just be- 
gun his career in London, where he had 
fallen in with the group of talented but improvident play- 
wrights that Included Peele, Greene. Kvd, and Marlowe^ 
Upon this group rested the responsibility of choosing 
between two very different methods of dramatic construc- 
tion : one, that of the Miracles, w hich transcribed in detail 
from historical narrative ; the other, t he Senecan method , 
selecting the climactic point of an action, discarding the 
rest, and focusing interest upon a tragic hero. Their 
decision, as revealed in their practice, was in the nature 
of a compromise, and gave rise to four rather distinct 
varieties of serious plays. For convenience, these ay be 
called (i) the panoramic chronicle history, (2) the or- 
|ganic chronicle history, (3) the hero-tragedy, and (4) the 
I tragedy of revenge. 

The first of these may be said to transfer to secular 
history, as recorded by Stowe or HoUnshed, the treatment 
that the Miracles had applied to bible 
PI ys fro story. There is the same multiplicity of 
Chro icle scenes, each vigorously dramatic in itself, 
istory Patriotism enters in to replace piety, but 

comic relief is still liberally provided. 
Such tragedy as appears is of the simple medieval ;^pe, — 
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lose coherence. His best organization, indeed, is in 
Edward IL, his chronicle history play. 

Shakespeare, studying Marlowe’s success, found that 
the problem of tragedy for Elizabethans had been largely 
solved. Tragic material might be the 
hakespeai.e’s same for the English stage as for the 
Methods Greek or Roman. The new secret lay in 
portraying in action the whole course of 
the tragic experience from the first indiscretion to the 
last penalty, and allowing the character of the hefo to 
deteriorate before the eyes of the audience. With a su- 
preme vitalizing and realizing imagination, Shakespeare 
went to work upon any kind of material that afforded a 
good tragic experience, — earlier plays, ancient British 
legends, and Roman biography as recorded by Plutarch. 
Across the rude Elizabethan stages there walked at his 
command tragic figures that have immortalized his name 
and his generation : Romeo and Juliet, Brutus, Macbeth, 
Othello, Lear, Antony, and Coriolanus. They are not so 
hampered by realism of antiquarian detail that we of to- 
day must approach them through a maze of explanation. 
Each one of them is first of all a fairly convincing hu an 
being. Like his great creator, 

« 

“He is not of an a e, but of all ti e.” 

And while we thrill with horror at his fate, we pity the 
essentially human frailty that has brought such fate. 
Playwrights since Shakespeare have done their work dif- 
ferently, but they have done it no better. 

Hamlet, the best known of Shakespeare’s tragedies, is 
somewhat different from the others, and may be pl|iced in 
a class by itself. Two at least of the tragedies of Seneca 
e phasized the avenging of crime, with ghostly person- 
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ages returned from the Shades to supervise the process 
of revenge. From these plays Thomas Kyd took the re- 
venge motive. As early as 1587 he wrote 
ignificance The Spanish Tragedy, still extant, and 
of “Ha let” has had ascribed to him a dramatized 
first part of the same story, under the title 
Jeronimo, as well as an early “ Hamlet ” play, both lost. 
Some years later, at the zenith of Shakespeare’s career, 
interest in such plots was revived. Chapman and Mar- 
ston* tried their hands at them. Ben Jonson revised The 
Spanish Tragedy, and Shakespeare himself produced his 
Hamlet, the supreme achievement in this form. 

Being immediately derived from Seneca, the revenge 
tragedy seems to have retained much more of the Senecan 
manner than other tragedies did. Cri e 
Develop e t and ghosts it had as a matter of course, 
of Reve e with every encouragement to carry these 
Tra edy to extravagance. It seized with great 
gusto upon the long ranting speeches of 
its models, as well as their constant stately moralizing. 
But it tick jed th fi F.llz aha£ha,n j^alate by realizin gjo-actiptr 
all the extravagant horrors that in the Latin would only 
have been reported in for al declamation. Certain quite 
incidental devices were picked up by the way, such as real- 
or feigned madness, a play within the play, and the broad 
comedy inseparable from English dramatic action. Spec- 
tacular features must have had a large share in its popu- 
larity, for structurally the revenge tragedy is an imper- 
fect or negative sort of product, the second half or decline 
of an entire tragic experience. Thus Shakespeare’s 
Hamlet represents the decline of the larger tragedy of the 
ambitiqjis usurping king, and young Hamlet is the re- 
luctant leader of the forces of retribution. Many such 
plots were actually constructed and produced in two partsf 
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like Jeronimo and The Spanish Tragedy. Others chose 
one of two courses. They deepened the characterization 
of the avenger and gave him a weakness or indecision 
deserving of tragic punishment, or made him a villain 
seeking vengeance for trivial or only imaginary crimes. 
This latter method was adopted after Shakespeare by 
playwrights like Webster and Tourneur. 

English comedy on the popular stage at first drew very 
slightly from the methods of Plautus and Terence. In 
the schools Latin comedies in classic form 
Lyly’s continued to be written and acted, to- 

Co edies gether with various imitations in English 

after the fashion of Ralph Roister 
Doister. Actual stage practice, however, was affected 
more by influences from pastoral plays on the continent 
and by popular pastoral and heroic romances at home. 
The English comedies of John Lyly, while highly in- 
fluential upon later efforts, were a sort of hybrM form, 
bred of the Plautan tradition and the Italian pastoral 
drama, and their allegorical allusions and courtly audi- 
ences throw them into more immediate relation with the 
English masque than with professional drama. They did 
encourage in other playwrights the employment of an 
easy, clever, but somewhat mannered, prose dialogue in 
comic writing.' 

Naturally enough, Elizabethan comedy showed a 
marked fondness for the material of current fiction. 

Even today the successful novel is likely 
Ro ce a d to reach the stage, or at least the picture- 
Novella i films. English fiction of that day was 
Co edy largely imported, and represented the 

confusion, and to some extent the fusion, 
of two very distinct forms. One of these was the ro- 
mance, — ^pastorabor heroic, — ^with its high-born person- 
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ages, extravagant sentiment and adventure, long ram- 
bling plots, and artificial settings. The other was the 
novella, a sort of exalted fabliau, involving lower orders 
of society, realistic experiences and setting, and a 
crisp, unsympathetic intrigue plot. In both, the char- 
acters were little individualized, and the events, how- 
ever serious for the moment, led inevitably to a happy 
ending. 

In English versions these two extreme t3rpes met and 
becime involved in every possible fashion. Novella tales 
were interspersed in romances or were 
Co edies of strung together like beads to form a 

hak peare rambling realistic romance of the pic- 

aresque variety. Romances were short- 
ened to novella form or novelle took on the setting and 
situations of romance. In such variety this Elizabethan 
fiction served the purposes of the dramatists, who went 
several steps farther in the process of combining and 
telescoping various tales for one plot. Here again the 
activities of Shakespeare are typical, except that he led 
all his contemporaries in the matter of giving reality and 
enrichment to events and characters. A long line of his , 
comedies, from Midsummer Night* s Dream and Merchant 
of y enice^o Winte/s Tale, m ove in a holiday world, m ake 
light of improbabilities, and temper apparent tragedy with 
the assurance that 

** The an shall have his are a ain, and all shall be well.*^ 

~ — 

To illustrate these points one need only recall the casket 
test at '^beauteous Belmont,” the fauna and flora of 
Arden^the constant tangles of identity and even sex in all 
the plays, and the surprising reversals of situation in 
Much Ado and Winter^ s Tale. There ?s occasional ridfe 
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cule of manners or of character types, and considerable 
rejoicing at the discomfiture of people like Malvolio, vic- 
timized through intrigue. But the t reatment is prim arily 
frie ndly rather th an satirica l. Shakespeare laugh s witfT 
hlsjpeopl e in st^d of jit them. 

Shakespeare, like all Englishmen of culture, had a sav- 
ing sense of the ridiculous that made it impossible for him 
to go all the way seriously with the ex- 
Realis d travagant romances. Such reverent ap- 
Ro a ce preciation, however, lingered on in’ the 
English populace of his day, and kept the 
romances in demand, in chap-book versions, for many 
years after society scorned them. For this reason it is 
not surprising that most extreme specimens of romance 
plays came from the pens of writers sprung from the 
London middle classes, who were equally fond of por- 
traying the life of these middle classes, with realism of 
detail, but with a poet's sympathy. This apparent para- 
dox may be noted first in the work of the poet Greene, 
author of Alphonsus of Aragon and probably of George- 
a-Greene, the Pindar of Wakefield, and combining rural 
s implic ity wi th romantic magic in Friar Bacon and Fria r 
Bungay. Similar tendencies are combined i n. the work 
of Tho mas Dekker and Thomas Hevwood. Dekker's fam e 
rests^ two plays, Old Fortunatus and The S hoe makers 
Holiday. In one, representatives of the populace figure 
in rorriantic magic; in the other humble craftsmen are 
idealized into everlasting attractiveness. Hevwood's 
Four Prentices of London displays such romantic absurdi- 
ties as to have called out a more famous burlesque. The 
Knight of the Burning Pestle. His Woman Killed with 
Kindn ess is one of the greatest domestic dramasi n the 
! ^giTsh la nguage. ^ 

There is every reason to believe that the opening 
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years of the seventeenth century sav\r the tastes and in- 
terests of the middle classes fastening themselves upon 
the English stage. There were many 
Comedies of plays, it is true, with foreign sources and 

English Life settings. But there was room as well 

for a host of plays distinctly English, and 
almost photographic in their detail. Some of them, like 
T he Shoemaker^ s Holiday y idealized their pictures. Others 
portrayed things as they were, without attempting color- 
ing hf any kind. Still others emphasized the foibles and 
weakness of English life, being mildly satirical comedies 
of manners like those of Middleton and Fletcher, or tak- 
ing the severe and cynical tone of Ben Jonson’s humour 
comedies.^’ Among the uncolored pieces of English real- 
ism appear various minor sorts of drama, including jour- 
nalistic crime plays — recounting episodes from the career 
of some one just deceased — ^and plots of intrigue and ad- 
venture direct from the busy life of London. The comedy 
of manners, in its several degrees, requires more extended 
study. 

In the London comedies of Middleton, the lowly cha r- 
acters not only fell into types or classes, but each of these 
had its pet weakness or absurdity ero pha- 
Middleto sized to enhance the comic effect t and 
and Fletcher at the same time to ridicule such failings. 

The plots, while still evolved out of 
clever intrigue, became subordinate to a larget desire to 
satirize these various phases of prban life. J ohn Fletc h- 
e r^s comedies of manners presented fascinating pictures o f 
the city, but he had little interest in satire and was fondes t 
of courtly society . Even more than i n his tr agi-comedies 
the chaf fers were sprightly and adventurousjthe a^^ 
TOTbrisk and entertaining , and the plot packed with dis- 
guises and sudden and ill-motived turns.* He was always? 
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fond of romantic themes and made a place for them even 
in his comedies of manners, so that the line between these 
plays of manners and his tragi-comedies is often hard to 
draw. 

Ben Jonson was in no sense related to this activity, 
but developed plans of his own that paralleled it closely. 

' As in all his literary ventures, the in- 

Jonson’s spiration was classical. The comedies of 
Humour Plautus and Terence, through him, first 
Co edy ca me to have a vital influence on the En g- 

lish stage. They provided models for 
just such moral scourgings as he was determined to inflict 
upon English society. It was his part to adapt these to 
local conditions. He found a name for his new drama 
in the current physiological belief in the four humours,” 
one of which was supposed to prevail in each individual 
and deter ine his peculiarities. He began with Every 
Man in his Humour (1598), a play of intrigue, with an 
Italian setting and with various type characters satirically 
interpreted. Later he rewrote the play, making scene and 
characters English. This localizing treatment, indeed, 
was characteristic of the second stage of his work. At the 
same time he developed unity, partly by making his plot 
appropriate to the weakness of his characters, partly by 
portraying in each c haracter a distinct phase of some 
l arge r, dominating humour” or peculiarity. The bit- 
temess ofTTonson’s satire increased also as time went on 
and various unfortunate experiences came into his life to 
darken it. The series of his great comedies — Volpone, the 
Fos(^ (1606), Epiccene^ the Silent Woman (1609), The 
Alchemist (1610), and Bartholomew Fair (1614) — ^may 
not be pleasant reading, but they are strong plays and 
powerful indictments of his time. 

Humour ” a2id humours were extremely popular 
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words in London about the year 1600,^ and the hu- 
mour’^ character, as conceived by Jonson, passed into 
many plays of various sorts* Chapman 
‘‘Humours” made use of it as early as Jonson, in 
A Humorous Day's Mirth (1598) ; and 
Shakespeare does much the same thing with certain 
. characters in Henry V. and Twelfth Night. The influence 
of the humour comedy continued to the closing of the 
theaters (1642) and was prominent once more after the 
Restbration. 

Jonson, being a thoroughgoing classicist, was as much 
concerned with adapting Senecan tragedy to the English 
stage as with localizing the comedy of 
Jonson*s Plautus and Terence. He contributed to 
T^ra edie s the tragedy of revenge by rewriting Kyd’s 
Spanish Tragedy. But he did not stop 
there. Taking plots from Roman history, as Shakespeare 
had a way of doing, he constructed his two severely im- 
pressive hero-tragedies, Sejanus, his Fall and C atiline , 
his Conspiracy. In these plays there is no attempt to 
keep the “unities” of time and place. The chorus is 
omitted from one of them as unessential. Four things, 
however, Jonson professed to strive after, and even the 
most casual reader will grant that he attained them. In 
his own words these are : “ truth of argument,” implying 
accuracy of details ; “ dignity of persons ” ; “ gravity and 
height of elocution”; and “fullness and fretjuency of 
sentences,” the last involving constant moralizing upon 
all events of the dramas. 

About this time, following close upon Shakespeare’s 
Hamlet, the tragedy of revenge developed certain new 
traits, ^uite irreconcilable with the original models from 

^ Note Ny ’s frequent expression, “ Thaf s the hu our of it,** 
in Shakespeare’s Henry V. • 



232 The Typical Forms of English Literature 

Seneca. Shakespeare had developed the psychology of the 
contemplative, hesitant avenger, and touched lightly on 
physical horrors. The tragedies of Web- 
The New ster and Tourneur in particular revealed 
Tragedy of a new mastery of the horrible, physically 
Revenge presented but still gripping the imagi- 
nation. Sympathetic interest was shifted . 
once more, away from the avenger to his victim, 
whose crime was often trivial enough as compared with 
the vengeance heaped upon it. Webster’s Duchess of Malfi 
suffered unspeakably for having married in secret a per- 
fectly respectable man who was beneath her in station. 
The avenger is no longer a philosopher, but a mdcontent 
and a villain, or at least employs such a character as the 
instrument of his wrath. Bosola was just such a tool in 
the hands of the Duchess’s incensed brothers. The very 
increase of crime and horror seems to have inspired 
imagination and eloquence, for these plays of Webster and 
Tourneur flash into white heats of romantic passion, rise 
to heights of splendid characterization, — such as Web- 
ster’s vampire-woman, Vittoria Corombona, — ^and abound 
in striking utterances great in their way as Marlowe’s 
mighty lines. 

The reign of James I, saw another dramatic form estab- 
lished on the English stage, the tragi-comedy. Tragedy 
of revenge, starting from the classical re- 
Tragt. pression of Seneca, finally achieved 

Comedies __ romantic daring in plot, character, and 
expression. The tragi-comedy was ro- 
mantic from the first, and like the romances that largely 
^^ired it, knew no bounds for its emotional extrava- 
^nces. It was never fully acclimated, to Engl^h life, 
but was popular with all who liked courtly magnificence 
*attd thrived under patronage fif the English cavaliers. 
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The form began under the influence of Italian pastoral 
plays like Guarini^s Pastor Fido, was sustained by the ex- 
ample of successful Spanish dramas of the so-called 
cloak and sword” variety of romantic intrigue, and 
closely paralleled a fondness for prose-romances that per- 
vaded France and England to the middle of the century. 

, J ohn Fletcher was respons ib le for the success o f this 
form in England, as he was for that of the comedy of 
— -- 'manners. Alone and in collaboration 

Fletcher's with Beaumont and Massinger in par- 
Technique ticular, he produced such typical plays as 
Philaster, The Maid's Tragedy, A King 
and No King, and The Lover sf Progress, each tragic in 
possibilities, but provided as he pleased with a happy or 
unhappy ending. The material was the usual stuff of the 
heroic romances, except that its personages moved in a 
riper and less innocent courtly environment. The play- 
wright, however, seemed to be striving constantly after 
novelty and striking effect, at the expense of unity of 
structure and impression. Each play was a series of 
“big” situations, many of them built about crimes and 
passions of the most obnoxious sort. Characters ran to 
types and underwent surprising transformations. Start- 
ling contrasts were in evidence, such as the device of in- 
troducing characters and scenes of idyllic simplicity as 
foils to the more intense life of the court, — ^the episodes 
of Euphrasia, for example, in Philaster, The language 
was courtly vernacular, and the verse a particularly 
easy and harmonious line. Form and substance shared 
in the fault of irregularity, being often pleasantly com- 
monplace, and at occasional moments rising to genuine 
heights^ 

The possibilities of English tragi-comedy, paralleled as 
it was by an intense interest in heroici prose romances 
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and by the emergence of a highly refined type of courtly 
society, would seem to have been almost unlimited. It did 
indeed receive large cultivation, and no 
Tragi-Comedy doubt aflfected the tone of all tragedies 
and Romantic written in the language before the Resto- 
Tragedy ration. S hakespeare apparently a ccepted 

th e new form readily , and contri buted 
It Cymbeline, Winter's T ale, and The T empes L. 
All of these are distinctly comedies in spirit an d 
outcom e. Fletcher himself carried the romantic Spirit 
of his tragi-comedies into two unmistakable tragedies, 
Valentinian and Bonduca, and produced a third. The 
Bloody Brother, in collaboration with Massinger. Ford 
and Shirley, who dominated the drama just before the 
closing of the theaters, continued to employ in tragic 
themes the familiar devices of tragi-comedy, — ^the bold 
and striking situations, the typical characters often under- 
going unexpected transformations, courtly politeness, 
sensuality, and easy, irregular dramatic verse. 

The first ha lf of the^seventee nth century mu st be 
credited _with the perfection of the English . masque , a 
hybrid fo rm of art appealing to severa l 
Beginnings senses and making its appeal through 
of the s pectacle, ^da pcing, music, and finall y 

asque dramatic actmn. I t arose in large meas - 

u re from costumed and mask ed dances 
in troduced at social festivitie s, as Romeo and h is 
f riends visited the assembly at the house of the Caou - 
lets. Gradually these came to be introduced by some 
prelude or other, which at times took dramatic form. 
AnotEer related tradition was that of the pastoral play, 
never adopted by the regular stage in England, ^ut con- 
fined to schools, amateur performances at court, and the 
repertoires of the children's cpmpanies of actors. Ig^ 
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t hese plays the shepherds and their calling were idealized 
i nto an artificiality appropriate to the no -man's-knd of 
Arcadia that fur nished the scene. The effect was lyri c 
rather than dramati c ^ with numerous songs al l along th e 
way^ T here was always a suspicion that local perso n- 
ages were represented in the characters, and often the 
whole play was a political allegory . By virtue of having 
somewhat private performance these plays were more lav- 
ishly costumed and were more ambitious in the matter of 
scenery. In Italy, indeed, these pastoral plays were 
mounted with perspective scenery and stage mechanism in 
a way that far anticipated English practice. 

Just after the death of Elizabeth, courtly society with 
the consent of the king set its approval on more elabo- 
rate and formgfl masked dances or 
Masques “ masques ” as they came to be called, 
in the The dramatic preludes to the dance it - 

Seventee th self were developed more and more un - 
Century ^^ t^l finally they were the significant thin^ 
knd the dance a mere appendage. This 
dramatic development accorded with the methods of pas- 
toral plays , was sentimental and allegorical, and made 
l arge use of music and of expe nsive scene ry. At times 
there was even a sort of preliminary scene or curtain- 
raiser^' called the antimasque, which preceded the dra- 
matic action of the masque proper and provided a realistic 
foil to it Some of the best talent in England was em - 
p loyed upon these masques, including Ben Jonson, Shir - 
ley, and even Milton himself for the dramatic feature s, 
Thomas Campion and Henry Lawes for the music . _and 
I nigo Tones for the scenery and stage devices . Jonson 
was pyba bJb L the most prolific of masque-makers , but 
Milton’s work is most widely known through his Camus. 
As a form the masque ust be regarded not only as im* 
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portant in itself, but as an important preparation for 
opera. 

From 1642 until nearly 1660, the year of the Stuart 
Restoration, the theaters of England were legally closed, 
and because of the Civil War would have 
Th had little support if permitted to open. 

I terre u The last years of Cromwell’s protectorate • 
1642-1 o brought some relief to playwrights and 
actors, and almost immediately upon the 
arrival of Charles II. two dramatic companies were in- 
stituted and two theaters were opened by royal letters 
patent. There is some diversity of opinion as to the effect 
of this interregnum on the dramatic product that fol- 
lowed. Perhaps the safest statement is that foreign in- 
fluences, encouraged by the return of royalty from the 
continent, had considerable bearing upon the subsequent 
dramatic product, but these influences only confirmed 
tendencies already clearly under way before 1642. The 
roots of all forms of Restoration dra a are firmly 
imbedded in Elizabethan soil. 

In stage practice there are marked differences between 
the two periods, though even here the last years of Eliza- 
bethan activity were preparing for 
New ta e change. -^ Movable and painted scene s ar- 

Co ditio s ranged in perspective take the place of 

the somewhat barren Elizabethan plat- 
form with curtained recess and balcony in the rear. 
There was a large interest in stage machinery and exten- 
sive properties, so that many plays drew crowds by virtue 
of spectacle and clever stage-craft. J^ Costumes wer e 
p lanned with regard to at least a conventional kind of ap - 
p ropriateness. b ut as yet with litt le regar d for historica l 
^curacy .J^W omen defin itely took their place among t he 
"stagejer formers. Their appearance must have increas ed 
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dramatic_realisn i, but for a time at least It had any thing 
but a purifying effect Many of the parts, and particu- 
larly the Epilogues then popular, were ill adapted to a 
woman’s Ups. 

A considerable part of the plays that followed close 
upon the Restoration were revivals from the first half of 
the century. Various plays of Shake- 
Elizabetha speare, some by Jonson, and specimens 
Plays of Fletcher’s tragi-comedies and com- 

ReWved edies of manners were most in evidence. 

The managers and their assistants felt 
free to adapt and revise these plays at their pleasure. 
The results, especially for Shakespeare, are rather 
startling to modern students. Lear and Othello with 
happy endings, Midsummer Nighfs Dream as an operatic 
spectacle, The Tempest as an opera, and Antony and 
Cleopatra transformed into All for Love^ or a World 
Well Lost, — such is the treatment accorded to Shake- 
speare, and its significance is not far to seek. There were 
two main activities in the dramatic development of Eng- 
land in this period. One, the satirical com edy of^man-^ 
ner s, cou ld draw nothingTrom Shakespeare. It did find 
inspiration, liowevef^ in the various revivals from Jonson 
and Fletcher. The other activity emphasized the extrav- 
agantly heroic and sentimental type of play, descended 
from Fletcher^s tragi-comedy and constantly inspired by 
the prose romances of France. Shakespeare^s romantic 
comedies were not extreme enough to satisfy this taste, 
but his serious plays could be sentimentalized in accord 
with it. 

The * * heroic plays ” of the Restorati on period con- 
stitute a distinct and unique type, for which the poet 
Dryden was sponsor and chief exponent . They were 
** heroic” "as the F^nch romances of that centu ry we 
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heroic. That is, t hey celebrated colossal exp loits and 
e xtravagant e motional experfences^ of 
Heroic Plays s ome powerfuf and m ag nanim ou s hero . 

The adventures recorded had a slight 
basis of historical fact, just as the characters were presum- 
ably historical figures. But these Romans and Spaniards 
and Orientals were of necessity mirrors of courtesy, mas- 
ters of oratory, and lovers par excellence. Structurally 
the plays were hybrids. They dealt with all the action of 
Elizabethan historical tragedy, but undertook to fit it into 
a semblance of the classic unities. They were painfully 
serious, but insisted frequentlvjon happy endings for the ir 
heroes . T hey aimed at exalted passions and attained on ly 
"t o bombas t and Jhe e ffect of burle sque. I n a way the y 
were the last stand of native English romance agains t 
Frenc^estrain t and eighteenth-century sentimenf . Even 
at that they were a forlorn hope. 

In a much narrower sense, the heroic plays were those 
written in heroic couplet, the rhymed pentameter popu- 
larized in England some time before the 
Dryden^s Restoration for every other kind of 
Co tributio poetry but the dramatic, and destined to 
remain supreme for nearly a century 
after. Certainly this couplet form was employed by Dry- 
den for all his notable plays in this serious and exalted 
manner, including The Indian Emperor (1665), Tyrannic 
Love, or the Royal Martyr (1669), Almanzor and Alma- 
hide, or the Conquest of Granada (1669-70), and 
Aureng-Zebe (1675). Heroic couplet was satirized 
among other things by the still famous burlesque upon 
heroic plays, The Rehearsal, written by the Duke of Buck- 
ingham and others, and produced in 1671. Students of 
.today will find it almost impossible to approach the heroic 
pkys in the spirit of their authors, But the gay mockery 
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of extravagance and rant that pervades The Rehearsal 
is as everlasting as Dogberry’s ignorance or Bully Bot- 
tom’s self-complacence. It is not true that this satire 
drove heroic plays from the stage. There can be little 
doubt, however, that Dryden felt it very keenly. 

After the heroic plays, tragedy reverted for a time to 
the Elizabethan form and spirit, blank verse taking the 
place of the rhymed couplet. Lee and 
Restoration Otway, both of whom began tlieir careers 
Tragedies with rhymed plays, discarded rhyme in 
their more mature work and caught a 
note of real pathos and genuine tragic poetry for which 
the heroic plays seemed to strive in vain. Lee was ir- 
regular in his genius. Otway developed artistic restraint, 
and in The Orphan (1680) and Venice Preserved (1682) 
reached heights sacred to the great Elizabethans. Nicho- 
las Rowe also patterned his work somewhat upon 
Shakespeare, particularly after his edition of that poet’s 
dramas in 1709. His best known plays, The Fair Peni- 
tent (1703) and Jane Shore (1714), are both based on 
themes already treated by Elizabethan pla3rwrights. 
These plays enjoyed wide popularity in their day and 
lingered long upon the stage. One character in The Fair 
Penitent, the “ gallant, gay Lothario,” has become a by- 
word in society. 

In Rowe’s work, however, it is an easy matter to note 
the brief reaction to Elizabethan method 
Sentiment and spirit giving way once more before 
a d the advance of sentiment and classical 

Re ularity regularity, Rowe’s plays were heavily 
weighted with moralizing, his chief 
characiprs were women, his subject-matter was usually 


A elaticholy tale of private «woes.’ 
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Under the influence of Racine and the critics, he rigidly 
excluded comic scenes, reduced the number of characters, 
and set up formal regularity of structure as an ideal. 
Similar developments were taking place all about him. 
Even before the ^appearance of Jane Shore, Colley Cibber 
and Steele had inaugurated the sentimental drama of 
middle-class life, and The Distrest Mother of Ambrose 
Philips, together with Addison’s Cato, had at last estab- 
lished classical tragedy in the English language. 

By far the mos^- brilliant dramatic achievement of the 
later seventeenth century was In Restoration comedy. It 
was simply a new phase of comedy of 

estoratio manners, employing the resources of an 
Co edy unusually sparkling wit upon the intrigue 

and amorous exploits of society about the 
court and the metropolis. There is much exaggeration in 
the treatment, as is true of all such comedy. Situations 
are constantly overdrawn, and characters fall into conven- 
tional types, — either the humours ” of Jonsonlan tradi- 
tion or the professional or class portraits of the character- 
books. It is to be hoped that the frivolous and licentious 
ideals expressed are also considerably heightened, but 
various of the sentiments ” uttered over and over again 
are all too well sustained by the evidence of other docu- 
ments.^ Such stock notions as the contempt for truth 
and virtue, the depreciation of the country and country 
life, the srtobbish attitude of the aristocracy toward the 
tradesman class, the mockery of marriage vows, probably 
dominated entirely the narrowed and artificial circles of 
gallant society in which playwrights persisted in locating 
their plots. 

Worse than all these features is the constant de%ht of 

*The diaries of Samuel Pepys and John Evelyn, and the 
Me oirs of the Co9nte de Gra 0 nt,i)y Anthony Ha il^pn. 
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authors, and obviously of audiences also, in situations of 
studied indecency, placed with evident purpose at the 
very heart of the dramatic action. The 
Its boudoir scene, which has had a part in 

Immorality so many plays of questionable tone in 
recent years, was used frequently in the 
- most daring fashion. Playwrights beginning with Dryden 
insisted strongly upon the value of the moral lessons they 
imparted, — ^agairi suggesting practices familiar in our 
own day. But in reality the unforgivable crime to the 
authors of Restoration comedy appears to be dull and 
heavy-witted innocence. This trait, it might be added, 
seems to have been confined to husbands. 

For reasons like these, the plays of this period remain 
unread today. The skill of their technical contrivance, 
the Slash and sparkle of their dialogue, 
The the cleverness of numerous character- 

Playwri hts creations is a closed book, and the period 
is known chiefly through the names of 
the authors. George Etherege and William Wycherley 
are among the first of these, the grace and iacility of the 
former contrasting with the cynical coarseness of such 
plays as the latter’s The Plain Dealer and The Country 
Wife, William Congreve, whose pen was not confined to 
dramatic writing, stands out as the chief representative of 
wit in these comedies. The sparkle of his clever dialogue 
interferes often with movement and naturalness, but his 
style in general is of very high order, and his fame rests 
worthily on such plays as Love for Love and The Way 
of the World. The rather heavy wit of the Flemish Van- 
brugh and the Irish freshness and resourcefulness of 
Farquhar round out the list. 

‘ Much is said by critics of the indebtedness ,of these 
comedjes to French plays, particularly •»those of MolierC. 
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The account of detailed obligations to this master of 
comic construction can be carried, it appears, as far as 
anyone is disposed to extend it. These 
Obligations Englishmen plundered hinr freely and 
of Moliere made him suffer i n the process . They 
coarg gHed^ery thing they touched in th e 
p rocess of adapting it . Subtlety was thrown aside, action 
was increased, and immorality was greatly mag nified. His 
skillful plots they found inadequate until they had compli- 
cated them by episodes and situations drawn from otliers 
of his plays. The result is bold and rapid, but is a far crv 
from Moliere . Nevertheless, when all has been said, the 
authors of Restoration comedy were clever, high-spirited 
men of the world,^ who produced a distinct and by no 
means negligible addition to the total of English stage- 
literature. 

So free was this comedy in thought and language that 
the greater portion of the eighteenth century was piously 
engaged in reaction to the other extreme. 
A Moral The sen time ntal drama of middle-class 
Reactio , l ife, which halted in its tenderness b e- 
tween the a lternatives of punishingjy il- 
lainsto the u ttermost o r Torgiving and regenerating them , 
w as indeed not entirely a protest against Restoration doc- 
trines - It came naturally enough with the emergence 
once more of middle-class interests and ideals, and the 
growth of "certain deistical theories as to the essential 
virtues of man. Some vigorous protests a g ainst_ im- 
m oralitv on the stag^ particularly TSt^mv^ C olli er^s Shor t 
View of the Immorality and Profaneness of the En glish 
Stage (i6q8) . have often been held accountable for the 

* Restoration comedy also arks the appearance of the pro- 
fessional literary wo an, in the person of Aphra Behn, Mrs. 
X&tlivre, and other! ^ ^ 
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fall of one type and the rise of another; but they are as 
much symptoms as causes. That sort of protest had been 
appearing at intervals for a hundred years and is still 
popular. 

A t any rate m^ lity and sentiment came into the dra ma 
t ogethe r. Certain writers of the Restoration period who" 
offended most against decency in their 
The New plays were accustomed to insist upon 
Sentimental their moral purpose in so doing. Colley 

Coihedy Cibber, at the opening of the eighteenth 

century, produced plays much in the 
Restoration manner, except that he diluted earlier im- 
morality, had it forgiven on the stage, and made a feature 
of his own moral intentions in the process. Steele went a 
step further. He made the morality of his moral per- 
sonages a self-conscious thing and kept them talking of 
it. Emotional experiences became similarly self-con- 
scious, and were analysed with all the detail of the old 
romances. “ Laughter's a distorted passion.” Steele de- 
c lared in an epilogu e. So his happy endings were made 
u p largely of for^veness and regeneration — ^and mo re 
moralizing. But this sentimentalizing was in the air. 
The Lying Lover (1703) may have been “ damn'd for its 
Piety," but The Conscious Lovers, twenty years later, 
could not be put down. 

The sentimental play was to achieve still greater things. 
Comedy under sentimental sway had mingled* tears with 
its laughter and turned its prose toward 
*^The Lo do blank verse again. Tragedy becoming 
erchant" sentimental stooped to the affairs of 
tradesmen and appropriately made them 
speak jp prose, George Lillo's The London Merchantj or 
the History of George Barnwell (1731) is one of the 
significant plays of the century. The weakling who is its 
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victim-hero played upon the sympathies of all of Europe, 
and at the same time the deeply moved audiences and read- 
ers had the benefit of abundant moral instruction and came 
to realize the tragic possibilities even of middle-class life. 
Besides, the tragic downfall of young Barnwell through 
the wiles of the courtesan Millwood is vividly and ef- 
fectively managed, despite the fact that his successive 
crimes are very slightly motivated. 

Exaggerated characters , slight motivation, abund ant 
moralizing, and a maidenly delicac y and re straint a re 
chief characteristics of the comedies 
Kelly and conspicuous during the next stage of 
Cu berland sentimental drama. They were th e 
w ork of Hugh Kelly and Richard Cum - 
berland, contemporaries and literary rivals of Goldsmith 
and Sheridan. Kelly, whose False Delicacy reached the 
stage only six days before The Good Natured Man 
(1768), appreciated to some degree the extravagances 
of the sentimental cult portrayed in his genteel lovers, 
as his title and portions of the treatment indicate. Cum- 
berland was entirely devoted to the cause. The West 
Indian (1771) and numerous plays of slighter success 
continued to carry so mewh at impossib le heroes an d 
heroines through ha rsh ex p enences to surprisin^y 
happy conclusions , scattering moral aphorisms as they 
went. They had, too, a devoted audience, which resented 
the satire of Goldsmith and Sheridan, and the more open 
attack in Samuel Foote’s burlesque, The Handsome 
House aid, or Piety in Pattens (1773). 

Formal tragedy on the eighteenth-century stage varied 
between the romantic fervor of Elizabethan days and the 
severe regularity of Racine. There was indeed rather 
a dearth of tragic writers in the period, so that the pro- 
ductions of Shakespeare in particular were constantly 
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being performed. As critical editions multiplied these 
plays were largely restored to their original form and 
found to be as pleasing as the Restora- 
Tragedy, tion revisions. Among' new authors ap- 
Classical and peared such men as Edward Young and 
Elizabethan James Thomson, both of whom did 
heavy rhetorical tragedies in addition to 
the poems that have given them fame. Aaron Hill, 
more French in his leanings than either of these, was 
attfacted by the example of Voltaire, himself a strict 
classicist, and adapted several of his plays to the Eng- 
lish stage. Adaptation of Voltaire continued through 
the century as his popularity in England waxed and 
waned. At the middle of the century three famous 
classical tragedies appeared almost together, — Dr. Jo hn- 
son^s Irene., William Whitehead's The Ro m an Father , 
and' John Home’s Douglas, Shortly after came William 
Mason’s Greek tragedy Caractacus , But all these plays, 
however successful, aroused vigorous opposition that 
amused itself l?y continual burlesque of numerous pal- 
pable extravagances. The irony of the situation is that 
only the burlesques are known today. Among these are 
Gay’s What-d'ye-calUit?, Fielding^s 
Qifey’s Chrononhotonthologos, and Sheridan’s The 
C ritic^ 

The story of English drama in the eighteenth century 
would be incomplete without some ention of opera. 

* Before 1642 it was unknown in Eng- 

Early l and, but was anticipat ed^a^many^- 

E glish s ential features by the numerou s 

Opera masques and pastoral tragi-comedies . 

^ During the enforced exile of the Stuarts 

foreign example had its effect, and it is not surprising— 
though the immediate purpose was tq tempt Cromwell 
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— ^that Davenant opened the first playhouse of the new 
era with “a Representation by the Art of Prospective 
Scenes, And the Story sung in Recitative Musick.” Per- 
spective scenery, as well as recitative, had already be- 
co e associated with operatic dra a abroad. Once 
under way, opera in England developed in three f airly 
distinct sta es. The first of these appeared about ifiycy 
90j_ cohte porary witii the beginning of ope ra, proper 
' mFrance and tcTso " e degree influenced from ther e. It 
was arSed^n England chiefly by the usi cal co - 
positions df Matthew L ocke and Henry Purce ll. A sec'^, 
ond stage, 1 eSately after 1700, w as that of Italia 
opera, inaugurated b y fiT 17 0^. The transla- 

tions and the worse" bctures of En lish and Italian i 
which these co positions were sun by ixed co panics 
of ative and i ported sin ers aroused harsh criticis 
a on literary en. Still the fashion persisted until 
En lish composers, like Handel, arose to reveal th e pos- 
s ibilitie s_qf a strictly native pro duct. Addiso * s activ i- 
ties, as author of an_ English ope ra — Rosamond, 1707 — 
and critic of the Italia i portations,^ bear directly 
upon this develop ent. 

At len th o pposition to Italian ope ra resulted in th er 
discovery of new typeT t he ba lla^opaca. The dis- j 
' covCTer was TolaUGav; and th e novelty ^ 

aU was The Beggar's Oiera. presented i 

Ora * 17 . _ Gay had training in the art of 

satire and burlesque, which he utilized 
to ood effect i this play. There is the fra ework, 
sual in burlesque plays, supplied by dialo ue betwee 
the Player a d &e BS ar who is represented as author. 
T h.e deliberate choice of scenes an d c haracters that wer e 
" lo ." together with constant parallels between these 


^Speitator, Nos. 5, IS I > d 2 . 
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and hi^h society , served the double purpose of satirizing 
societ y and makin g sport of the ideals in sentim ental 
plays. The practice of these plays is also ridiculed, as 
mUie celebrated double ending, urged by the Player 
to “ comply with the Taste of the Town/' The Italian 
operas come in for their share of ridicule, while perhaps 
the largest factor in the unparalleled popularity of the 
opera was the series of mocking political allusions peo- 
ple were disposed to find in it. After all, though, it was 
good, rollicking, tuneful entertainment. The songs, 
sprinkled rather freely through it, were set to familiar 
ballad airs that everybody knew, like Good morrow. 
Gossip Joan,” or Green Sleeves,” or “ Lumps of Pud- 
ding.” The dialogue was realistically clever prose. 
The actress who played Polly Peachum was so pretty 
that she married an earl. What more could be desired? 
Ballad operas were still in vogue at the end of the cen- 
tury, encouraged by the more recent success of Sheri- 
dan's The Duenna {i 77 S)' 

The advent of Goldsmith and Sheridan was in general 
a step toward wholesome realis m on the English stage . 

Both men found it very hard to avoid 
A Reaction t he practices of ^'^nteel” se n timenta l- 
against enti- i sm even while t hey were making sport 
mentalism of thes j^^^and Sheridan before his death 
lent his authority to the new fashion of 
imitating the German Kotzebue, who was more senti- 
mental and melodramatic than any Englishman had yet 
dared to be. Under the circumstances plays like She 
Stoops to Conquer (1773), The Rivals {177^) ^ and The 
School for Scandal (1777) may be regarded as a re- 
action ^to the wit and gayety of the best Restoration 
comedy, purged and purified until we have distinct origi- 
nality rather than mere imitation. Horage ^^alpok called 
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The School for Scandal “a marvellous resurrection of 
the stage/' That this promising initiative was not fol- 
lowed may be variously accounted for. The new ro- 
mantic and sentimental drama introduced from Germany 
was a large factor in the result. 

It is fairly easy to point out technical weaknesses in 
these plays. Situations and characters in She Stoops to 
Conquer are exaggerated to the point of 
Realism farce. Young Marlow could hardly have 

in Comedy been the bashful suitor in the drawing- 
room and the gay dog below stairs, nor 
could he have been tricked so long into believing himself 
at an inn. All the people in The Rivals are broad carica- 
tures, tagged by appropriate names — Lydia Languish, 
Mrs. Malaprop, Lticius OTrigger — ^in the good old- 
fashioned way. The School for Scandal is unnaturally ’ 
rich in clever speeches and draws too much upon the ^ 
favorite devices of the Restoration period. But it is 
undeniable that these plays live. They still give pleasure 
on the stage among all the diverse products of the last 
generation. They are and always will be fine plays to 
‘^rornp through." They have the perennial charm of 
Shakespeare, in that under such exaggeration as appears 
there are the genuine comic traits of everyday humanity, 
so presented that we laugh with the people rather than at 
th^m. , 

The vogue of Kotzebue on the English stage belongs 
t o the eighteenth century. His plays repr^ent the blend 
of sentimentalized socialism and romantic 
The PI ys of stage-setting first made popular in Ge r- 
Kotzeb in S^y y outti fur^oducts^^h^ S chiller 's 

Robbers and G oeth e's 

— — ^ 

• Ikhmgen . Kotzebue possessed all the intuitions of a 
;)^deni ' stage-majiager in regard to spectacular effects 
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and telling situations. With him poetic idealism gave 
way to false sentiment and cheap staginess. English 
critics stormed ; The Rovers, by Canning and Frere, de- 
liciously burlesqued the type in the Anti-Jacobin; but 
the play-going public, that genteel middle-class public that 
has supported melodrama from The London Merchant to 
its submersion in picture-plays, heartily approved of 
Kotzebue's dramas, particularly The Stranger {Menschen- 
hass und Rene in the original). The Child of Love, and 
The Spaniards in Peru. “Monk” Lewis, already con- 
cerned with exaggerated balladry and romance from Ger- 
man sources, did his part in the general translation of 
these plays into English, and then added to the type from 
his own pen The Castle Spectre, Adelgiiha, and others, 
thus carrying the fashion well into thp nineteenth century. 

The nineteenth century is emphatically not a perio d^L 
activity in the dra a. Its product may be summed up 
Sraffier completely in words from Pro- 
0 a tic fessor He rford: “plays which are not ' 
Literary literature, and literary exercises__ which f 

Dra argj mt in the fullest sense plays.” ^ Of 

great, or even memorable contributions to 
the repertoire of the stage there were very few, A play 
or two by Sheridan Knowles, Robertson's Caste , and 
Bulwer- Lytton's Lady of Lyons and Ca rdin a l Rtchelie u 
a re practically all that time has preserved from tSe faded 
p lay-bills of the first three-quarters of t he 
the same time it was a period of wide^ experiment and 
notable achievement in the poetic and purely literary 
drama, the drama of the i:loset rather than the play- 
house. Just prior to 1800 this movement began, in the at- 
tempts of Wordsworth, Coleridge, and Joanna Baillie, 

‘Used of the drama in the age of Wordsworth, in ms Age 
of Wordsworth, p. 135* 
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The early experiment of Coleridge was revised by him 
and produced as Remorse, in 1813, and followed with 
Zapolya shortly after. Shelley's The Cenci (1819) was 
printed but not performed. Two of Shelley's disciples did 
distinctive things in lyrical drama: Thomas L. Beddoes 
with his Death's Jest Book, and Charles J. Wells with 
Joseph and his Brethren. 

In the final decade of the nineteenth century there was 
a complete reversal in the fortunes of English drama. 

New influences were brought to bear 
Recent upon it , ne w ambi ti ons and ideas seemed 

Dramatic t o awa jcen, and the results, appearing 
Activity continuously until today, promise to revo- 

lutionize many of our oldest and best- 
established conceptions of this form of art. The work of 
foreign playwrights — French, German, Belgian, and par- 
ticularly Scandinavian — has had much to do with this 
activity. America's contri bution slig ht. 

How far England would have succeeded alone it is diffi- 
cult to say; the work of Arthur W. Pinero was well unde r 
Vt ^ay by i8qo when England begafTtonSe^^tu ally ac- 
q uainted with the play ^jL Ibsen. The^ Ibsen influence, 
however, when once establ ished, was really The~most c^ - 
siderable factor in the movement until very recent years . 

T he pfavs oMbse n have beean jtr ictly in accord with 
the meth ods a nd co 5 ^ siaasjDdE.m science . T echni- 
cally they represent the highest type of 
The Exa pie mechanical efficiency, reducing stage 
of Ibse action as nearly as possible to the crucial 

, moment, m aking every word, ev ery 

movement bear directly upon this moment , disc ardin g^ 
many welLworn stage conventions such as R s ides and 
soliloquies, and achieving clear exposition of v^af h as 
gone before with supreme naturalness and penetiatins: 

' ' ff'"' j'''"' ' r — 
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cha racterization . The treatment of his su bjects sh ows the 
calm aloojnes^of ^he and the sub- 

jects” themselves are exactly those that advanced and 
liberated thought has forced men to consider, often 
against their will. For all their strong emotional im- 
pressions, t hese were play s of ideas , and the dramatic 
conflicts they involved were fundamentally those of inde- 
pendent, individualistic thought with time-honored con- 
ventionalities and the h3^ocrisy so often cloaked by these. 
Here was the emergence of the “ problem play/’ ready at 
any moment, as soon as the author takes sides and presses 
his case, to become the "" thesis play.” A DoWs House 
turns the light of reason upon the old conception of the 
wife as her indulgent husband’s ignorant toy, just as The 
Pillars of Society reveals the wickedness too often hidden 
under smug prosperity. Ghos t s and Rosmersholm soell 
t he defeat o f individual ism, in conflict with the migh ty 
f orces of heiedit^and Tam^ tradition. 

The problem play, sometimes with an attempt at Ibsen’s 
finality of construction, more often without it, has re- 
ceived worthy treatment on the continent 

Problem of Europe at the hands of such men as 
Plays ** Hauptmann and Sudermann in Germa ny. 

Strindberg in Sweden , Herv i eu and 
B rieux in France.~I n Enfland Pin ero and Henry Ar thur 
Jones were for some time^Ae only playwrights that 
worEedTiTTEsetfTmanner. Pinero was p articQlarly con - 
ce rned/withlEOrag ed y "o^ womankind as the ** weake r 
sex” through the acceptance of a double standard of 
se^^ual morality. This is the theme of his best- 
known play. The Second Mrs. Tanaueray (1893), and 
appears with variations throughout his later work. The 
subjects chosen by Tones are similar, but his point of view 
is usu^ly that of the copservativ^sMi^i* In technique h« 
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is often tempted, as in Michael and his Lost Angel, by 
the possibilities of a melodramatic ‘‘big scene/^ John 
Galswort hy has emerged somewhat later than theseTwo" 
men as dramatist of social problems . His Strife and 
Justice are thoroughly knit and trimmed examples of 
structure that attain to really tragic heights. 

Galsworthy's Justice is distinctly a thesis play, in which . 
he frankly takes sides and allows his characters to preach 
to the audience. Another English writer, 
The Drama more widely known than any of these 
of Ideas others, not only uses h is plays as instru- 

ments to give expression to hi s t heories , 
b ut defends this practice as _ repres entative..- of , t^ 
methods of mod ern drama — the drama o f ideas. ” This 
is Georg^ernard Shaw, t he avowed opponent of all doc - 
t rines accepted merely because they have always been so . 
His plays are fre quently lacking in action or any form 
oTmentai or spiritual conflic t, but are rather a series of 
J scenes made up of sparkling and epigrammatic conversa- 
'j^tion. The fact that certain of them, such as Man and 
Superman, are irresistible on the stage may be due to this 
sheer cleverness of dialogue coupled with rather a 
startling point of view, but is taken by their author as evi- 
’ dence that the modem play is at its best a lively intellec- 
tual exercise, with plot and emotional values as minor 
matters. In this theory he receives the support of Gran- 
ville Barke r, whose pla ys seem utterly de void of s tructure 
accor ding to old stan^rds. Their dialogue is kee n a nd 
penet rating in its character-portrayal, however, and cer- 
tain problems in the thought of the day are presented 
in them with a completeness that is rarely equaled. One 
may well turn to The Madras House for a most suggestive 
study of woman’s place in society. 

Problem play% and dramas o| ideas are not the only 
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results of the dramatic activity of the last generation. 
Ibsen cultivated more or less the use of symbolism in all 
hk_n aturali stic dra mag . and after him 
Allegorical various writers gave such allegorical sug- 
Plays gestions a much larger place. Hauptmann 

did so often; Maeterlinck in Belgium 
' has been particularly noted for his symbol is m, cul t ninating 
injisjg^lljk nown Blue Bird : D'Annunzio represents the 
sanje tendency in Italy. Edmond^o^^ dT ^e po^^ 
wright of Fr ance, is entirely allegorical in Chanticler, and 
th e Irish fairy plays ^of William Butler Yeats are not far 
remove d fr om such treatmehtT ^lrT EnglandTFls^niTs- 
trated by such plays as Jerome K. Jerome's Passing of the 
Third Floor Back and Charles Rann Kennedy's The 
Servant in the House, in America by Percy Mackaye's 
The Scarecrow. 

There are still playwrights of ima^nation and mood, 
without theories to advance or traditions to demolish. 

Rostand, for example, did an eminently 
Plays of old-fashioned piece of work in Cyrano de 
Mood and Bergerac, appealing to sympathy and the 
At osphere childlike delight in color and light and 
motion. Sir James M. Barrj e, while he 
e niovs making sport of solemn conventionalitie s some- 
times, is at his best in flights of fancy like Peter Pan or 
plays of mood and atmosphere like Qua lity Street. Other 
popular plays whose chief charm is in their atmosphere 
are Louis N. Parker's Pomander Walk , t he .Scotch pla ys 
of Graham Moffat , and the product of Lady Gregory's 
Abbey Theater in Ireland. The theater-going public, par- 
ticularly in this country, has by no means lost faith in 
plays ^ith the obvious melodramatic thrill, plays with 
type characters and big scenes,” and the managers are 
all too^iwilling to cater to this taste. Clyde Fitch repr#- 
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sented this interest at its best, and many of our most suc- 
cessful plays in recent years have been of this variety, but 
the spirit they represent is being appropriated to the 
photo-play, where action and thrill are apparently the 
prime requisites. 

With the revived interest in play-writing have come 
some important developments in methods of staging. 

First the naturalistic plays, with their sci- 
Methods of entific fidelity to the facts of life, encpur- 
taging aged a corresponding realism in stage 

settings and properties. Within a great 
picture frame the stage was to reveal a section of actual 
life in its natural surroundings. Real books were on real 
shelves ; real food was eaten from real plates ; real batter 
cakes were browned before hungry eyes. More recently 
the drama, regarded as a somewhat composite art-product, 
is being subjected in its staging to the principles of modern 
art and pure design. Properties are as simple and unob - 
t rusive as possible. Scenery does not photograp h out- 
side li fe, bu t grows out of th e theme of the play, its lines 
and colors and lighting suggesting the mood and spirit 
that the author has undertaken to convey. Such settings 
have been found most appropriate with the plays of sym- 
bolism, though they are conceivable with all but the 
most mechanical of realistic plays. They lend them- 
selves in a peculiar way to the revivals of Elizabethan 
drama, before the English stage was revolutionized by 
pictorial backgrounds and perspective scenery. As of 
old, the imagination is given free rein, the eye is gratified 
as well as the ear, and the play once more becomes a* 
genuine artistic unit. 
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Technique of the Drama 

Granville Barker , an exponent of the modem drama of 
ideas, defines drama by saying: A pl ay is anythin g 
that can be made effective npon th ejtage 
Dramatic of a theater by human ^agei^y* And I 

Action am not stire~that this definition is not 

too narrow/’ The general reader may be 
pardoned for considering the definition a trifle broad. 
Adaptability to performance on the stage is of course a 
requisite, but the dramatic value of the piece may be 
supposed to vary with its inherent effectiveness for such 
performance. Etymology, tradition, and current usage 
are one in recognizing the essential factor of drama to be 
, action, real or potential. This may mean conflict of will' 
with will, of personality with personality, or the struggle i 
of an individual against circumstances. It may involve 
rather the tenseness that comes with moments of decision 
or crisis. This does not mean physical activity or a 
crowded stage. Some of the most dramatic moments are 
passed in silence with few to participate in them. But 
there are vital forces at work and there is a feeling of 
suspense in the very air, as in the hush before an electric^ 
storm. 

The novel may have a number of these dramatic situa- 
tions. Many of the strongest novels structurally have 
the plots of first-class tragedies, and dif- 
E ployment fer from them chiefly in luxuriance of 
of Conflict details and analysis of passions and emo- 
a d Crisis tions in the characters. Modern short 
stories are often highly dramatic and 
could^be adapted with little change to performance on 
tiie stage. Forms of the* drama itself are distinguished 
chiefly by the way these conflicts ai?d crises are pfe- 
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sented and the angle from which the audience is asked to 
view them. If we are to laugh at the struggler rather 
than sympathize with him, realizing that his unscrupulous 
schemes have failed or the bubble of his foolish ambition 
has been pricked, it is comedy. Malvolio in Twelfth 
Night or Young Marlow in She Stoops to Conquer is 
comic, provided we do not feel sorry for him. In melo- 
drama the spectacular events about the crisis become more 
important than character interest and may even force the 
characters to do unnatural things. In farce the events 
are still more emphasized and crowd upon each other in 
all sorts of improbable and unexpected but amusing ways, 
while the characters are the most superficial of types. 

Aristot le, who d efined trage dy as the imitation of a 
serious, complete, and sign ifi cant action ,'^ regarded a well- 
constructed plot as fundamental to good 
Unity of drama. Characters, he said, are like the 

Plot beautiful colors laid on a canvas, but plot 

is the underlying chalk outline that keeps 
the picture true. English practice has consistently recog- 
nized the importance of well-constructed plots, but has 
not always succeeded at them. Because of its short dura- 
tion and massed effect, the drama has particular need of 
unity in its plot, — ^unity in every sense of the term. There 
is need of unity in the selection of material ; of an econ- 
omy of this^ material that permits nothing in the entire play 
that has not its justification as serving to advance the 
story toward its climax, to illuminate characters as they 
bear upon this story, or to order the imagination and 
emotions toward the ultimate impression. Once select ed, 
this material should be so kni t together that each ste p 
seem^o follow in natural sequence, witho ut strairBng or 
f orcingTl iot calling "atte nt^ but on considera - 

tion found to'be'anr^entialpart b lihejwhple. Wetness- 
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ing a play like this — Shakespeare’s Othello or Ibsen’s 
The DolVs House, for instance — ^is no small intellectual 
exercise, with all the faculties alert for the slight but sig- 
nificant details that enrich action throughout. 

The unified plot does not stand still ; it gets somewhere 
and loses no time about it. Most good plays have a di- 
mactic situation, a pFaE"'""^ in terest 
ovement t oward which all preliminar y activity 
in^ Drama ascends a nd from whic h there is a fai^ 
rapid progress to complete overthrow, or 
moral reg e neration, or th e ^st st ages of living hap^ 
e ver afte r. — all depending on the character of the pls^. 
In most comedies and in farces, where the interest is 
largely in uncertainty as to “ how it will come out,” this 
climactic point is very near the end, for when this is past 
the audience is satisfied. In tragedy of the Sl^kespearian' 
type the climax c omes near the middle "oT the play, and 
t here is a seriou^probIdn~df~sustSn1ng"intef ^^^ t:III~the, 
distant but inevitaMe usually 

ag ed by introducing a r^^li|g^orc^ making^ app ear 
f or a time that the hero may escape the fate that is 
pentog. Modern procedure extends the rising action , 
o ften confining t^ decline jt o the last a c t, wh ich is stil h 
t he despair of manv^offierwlse competent play wright. 

The methods of dividing plays into acts and scenes 
have varied greatly with the conceptions of the nature 
of interesting dramatic action and of the 
Acts a d amount of that action to be portrayed 
Scenes upon the stage. Notions of a realistic or 

suggestive staging of plays, and facilities 
for stage realism have had some effect on these divisions ; 
mere^ tradition or imitation perhaps more. As already 
noted, classic drama dealt with a cross-section of the entire 
acti , preferably the» day of crisis. • The entirely ade- 
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quate t hree parts of Greek drama became five acts in 
Seneca , an d this plan served as a model fo r all the Miz a- 
bethans and throughout the eighteenth century^in^ng- 
land. But the Elizabethans, with their fondness for 
action and with the traditions of the religious pageants 
before them, must needs dramatize not a crucial day but 
the entire dramatic development, however far afield it 
carried them. The pageantry of their plays became an 
end in itself, and strictness of unity was relaxed for the 
sake of enrichment. Hence the stage was alive with 
actors, each act was conceived of as an accumulation of 
scenes, some carefully planned with an eye to their inner 
unity and progress, others apparently just kept going. 

The drama of our own day approach e s the action once 
more in the mann eroj. the Greeks, We have lost in the 
process the privilege of following a char- 
Recent acter throughout its ^ye^ment, but we 

Developme ts have simplified our proDiSh so that we 
can know character most intimately while 
it is under observation. No long stretches of time, no 
marked changes of stage-settings are involved, and as our 
study of character becomes more intimate there is need of 
fewer persons. Plays with one setting throughout and a 
mere handftil of characters are no longer a novelty. Three 
acts, or at most four, are the rule, and of late there is a 
decided movement toward the one-act play. The Eliza- 
bethan fondness for panoramic presentation is now grati- 
fied by film-plays and by the wide-spread cultivation of 
pageantry. With fewer scenes has come the necessity 
of organizing each particular scene, not merely as a part 
of the dramatic whole, but as an organism in itself, 
with its own problems of exposition, enrichment and 
climax. 

dn characterization the centuries have brought^ little 
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advance. Since the days of Shakespeare, no one can think 
of character as having really a subordinate part in drama, 
however much Aristotle has been inter- 
Character- preted as saying so. Indeed in all good 
izatio . p lays characters must d ominate t he ac tion 

r ather than be dominate d by it. .TheJ 
p roblem is always w ha t a given c haracter would do undet f 
certain con diti ons, not what the plot w ould have jt dol 
All ques tions of character are ultim ately questions of con -;/ 
si stency. To be acceptable the dramatic personage must 
be consistent with life, with our notions of humanity. 
Make him conform too far, draw him in too broad out- 
lines, and he becomes a type, the composite portrait of 
a class, as characters in comedies of matmers are always 
likely to be. Individualize him too far and he loses his 
consistency with life and becomes an eccentric. Once 
conceived of, he must remain consistent with himself, 
and never drop out of character. 

This " motivation ” of action in accord with character 
is an important feature in distinguishing dramatic struc- 
ture of the better sort. Melodrama and 
Probability farce may take liberties with it, but 

i Dra a tragedy and comedy must appeal to our 

sense of probability in a somewhat subtle 
wayv As in other forms of fiction, ther;e is a kind of 
poetic truth, a land of higher probability, presenting not 
the actual facts of any particular piece of genuine experi- 
ence, but a series of ima^nary developments in which 
there is less of accident and more of logical cause and 
effect than men have a right to expect in life. Day by 
day we encounter surprises and coincidences and strange 
tiir of fortune. Truth, the popular proverb tells us, is 
stranger than fiction. But many of these occurrences, if 
put jpto plays, would Jje condemned at once as highly 4 - 
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probable and melodramatic. Coincidence is likely to play 
a considerable part in the best dramatic plots because of 
the desire to focus interest on some one vital moment 
The point, however, at which plots so constructed overdo 
the matter and become melodramatic is hard to fix. Many 
of our most successful American plays are essentially 
melodramas. 

Needless to say, drama differs from every other literary 
type in the medium by which it is to be conveyed to ^ 
audience. Perhaps in time, just as the 
The Acted lyric has developed far away from its 
Drama original rendering in song, drama will 

come to be merely the presentation of 
clever or spirited conversation in a certain mechanical 
form for reading in the study. The present drama of 
ideas appears to tend that way, and certainly more plays 
are being read today than ever before. But as yet we 
think of our plays in action, and thus delegate to the arts 
of acting and stage-decoration, which are the vehicles 
that bring them before audiences, a large share of the 
responsibility for their effectiveness. While the ideals 
and practices of these two arts have varied greatly from 
generation to generation, they have usually followed the 
sa e course, and whatever they have done has been done 
with a sincere desire to get out of the manuscript play the 
best emotional and imaginative values there were in it. 

At present both acting and stage-craft vary between ^ 
the opposite poles of complete r ealism and sheer sug- 
gestion. A stage-picture minute in 
^ e lism i photographic detail, backed by an elabo- 
ta e-Craft rately painted back-drop that can be^ 
seen through a practicable window,<^and 
framed in a great square of gilded molding, has be- 
come familiar enough to the theater-goeri who wonders 
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what new bit of realism each first-night will bring forth. 
He has heard also of picking actors who physically “ look 
the parts/’ and of making characters to fit the peculiarities 
of certain performers. No wonder he protests that this 
realism of detail has become an end in itself and h as dis- 
t racted his attenti on from the proper app reciation of ^h e 
play ; moreover, that thi rdetailed mechanical representa - 
t ^ of things is not art , any more than the tiny moving 
reaper and the falling swaths of pasteboard wheat in 
the panorama of a harvester exhibit. 

Artists have felt these conditions keenly and are taking 
decided measures to counteract them. They pr opo se to 
a pproach the proble m no t from the de- 
uggestive tailed irnpr^sions ^ actual life, but fro^ 
tagi g a study t^ 

tiaHmpr^siOT^of the play. Thus stag- 
ing would become not an objectfv^irmtation of some- 
thing already objective, but an objective rendering of 
things originally subjective, the moods and impulses the 
literary artist is trying to convey by means of a play. 
This calls into service the principles of pure design, the 
effects of simple lines and spaces, of lighting and of color. 
Photogra phic det ail in scenery is forsak en, costun^ are 
indefinite"^irtb~place or period, properties are few and” 
bSiutif uTT^he entire "adlqua^ ol 
andToFpoetic drama in general is soon apparent. For 
Bought and Paid For or The Lion and the Mouse or 
nine-tenths of our Broadway successes " it would never'" 
do. The fact is that the large majority of our recent 
plays have been based on realism, and even when imagi- 
native have had to do with the poetry of realism. For 
such#as these there must be realism of staging as well, 
but confined to reasonable limits. The romantic or poetic 
play^will always have^ an honored place, and this is |he 
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field to which we may look with confidence fdr the de- 
velopment of true art in presentation. 


Subjects for Study 

1. Our best knowledge of the Elizabethan stage and staging. 

2. Comparison of Kyd's Spanish Tragedy and Shakespeare’s 
Hamlet, 

3. Technique of the Miracle Plays and of modern pageantry. 

4. Technique of Shakespeare’s English history cycle and of 
the modern photo-play. 

5. Melodrama, a hardy perennial. 

6. Restoration versions of Shakespeare's plays. 

7. Comedy study : a play each of Plautus, Ben Jonson, Sheri- 
dan, and Clyde Fitch. 

8. Psychology ” in Shakespeare and in some representative 
modern play, 

9. Present tendencies in methods of staging. 

10. The problem play. 

11. Organization of a tragic plot from one of the following: 
Richardson's Clarissa Harlowe, Godwin’s Caleb Williams, Emily 
Bronte’s Wuthering Heights, Thackeray’s Vanity Fair, Thomas 
Hardy’s Tess of the D^Urbervilles. 

12. Arrangement of some current short story as a one-act 
play. 


Collections 

Representative English Dramas from Dryden to Sheridan. 
Edited by Frederick Tupper and J. W. Tupper. Oxford Univer- 
sity Press, American Branch. Cloth, $1.25. 

Not many plays, but those of chief importance. An excellent 
piece of editing. 

Representative English Plays from the Middle Ages to the 
^End of the Nineteenth Century, Edited by J. S. P.'Tatlock and 
E. G. Martin. The Century Co. Cloth, $2.50. 

The Chief EUsabethan Dramatists. Edited by W. A. Neilson. 

The Chief Contemporary Dramatists. Edited by T. H. Dickin- 
son. 

, The Chief European Dramatists, Edii 

Series published by Houghton Mifflin 

Companion volumes, each comprising ^about ^enty repre- 
sentative plays well prmted in good type^ Afr ^ys*^ are coinj)lete. 


ed Matthews, 

Cof ^fe«i,.|loth, $£75. 
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fISSSfSfw,-: 

. M Theatre 2S vols 1808 

M«- Inchbald, The Modem Theatre, to vols 

iSi^*' ^^PPiementary Collection of Farces. 7 vols. 

^^3lish Drama. 12 vols. 1818 

Series. (Elizabethan and Restoration dramas ) 
25 vols. and others in preparation. Charles ScriSs SoT'^ 

>^fiTnf’£lSrS"- ^ “■ 

Specimens of the Elizabethan Drama from Lvh to <rfe.V7^. 

(s^Md 0.1,.) EdM b, w. H.'mniS aSS 


Critical Discussions 
I. History of Criticis 

Sidney, The Defense of Poesy. 1595 (written before 

Preface to Gondibert. i6go. 

"f ” of Dramatic Poesy. 1668 

Joto Dryden, An Essay of Heroic Plays. 1672. 

SS'" 

Thnm«* "^0 Tragedies of the Last Age. 1678. 

ThomM Rym^, A Short View of Tragedy i6qz 
J ohn Dennis, The. Impartial Critic. 1693^ 
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Willia Con reve, Concerning Hu our in Co edy, 1695. 

Jere y Collier, A Short Vie of the I oralify and Pro* 
f oneness of the English Stage. 16^. 

Alexander Pope, Preface to his edition of Shakespeare. 1725. 
W. R. Chetwood, The British Theatre. 1750. 

Joseph Warton, Shakespeare papers in the Adventurer. 1753. 

Sa uel Johnson, Preface to his edition of Shakespeare. 1765. 
Richard Far er, An Essay on the Learning of Shakespeare. 

17^7* 

Elizabeth Montagu, On the Writings and Genius of Shake* 
speare. 1769. 

Charles La b, Sped ens of the English Dra atic Poets. 1809. 
Willia Hazlitt, Characters of Shakespeare*s Plays. 1 ifr 
Willia Hazlitt, Dra atic Literature of the Age of Elisabeth. 

I 21. 

Mrs. Ja eson. Characteristics of Shakespear^s Wo en. 1832. 
a uel Taylor Colerid e. Notes and Lectures upon Shake* • 
speare. 1 49* 


11 , General Works 

rnest ernbau , The Dra a of Sensibility {1696*1780), os- 
ton (Ginn Co.), 1915. 

C. F. Tucker rooke, The Tudor Dra a. oston and Ne 
York (Hou hton Mi in Co.), 1911. 

Ferdinand runetiere. The La of the Dra a. En lish trans- 
lation by P. M. Hayden; introduction by Henry Arthur Jones. 
Publications of the Dra atic Museu of Colu bia University. 
Ne York, 1914. 

C. H. Ca n, The Appreciation of the Dra a, Ne York 
( aker Taylor), 1908. 

Lewis N. Chase, The English Heroic Play, Ne York 
(Colu bia University Press), 1903. 

Harriott E. Fansler, The Evolution of Technic in Elizabethan 
Tragedy. Chica o and New York (Row, Peterson & Co.), 1914. 

Gustav Ffeyta , The Technique of the Dra a. En lish trans- 
lation by E. J. MacE an. Chica 0 (Scott, Fores an & Co.). 

rander Matthe s, A Study of the Dra a. oston (Hou hton 
Mi in Co.), 1910. 

Geor e Meredith, An Essay on Co e y and the Uses of the 
Co ic Spirit. Ne York (Scribner), 1905. (Written, i 77.) 

Elizabeth Woodbrid e Morris, The Dra a: Its La and Its 
Technique. oston (Aliya & aeon). 

Geor e H. Nettleton, The Drama of the Restoration an 
J^ghteenth Centun^. New York (Mac illan), 1914. 
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John Palmer, The Comedy of Manners. London (Bell & 
Sons), 1913. 

John Palmer, Comedy (The Art and Craft of Letters). New 
York (Doran & Co.). 

W. T. Price, The Technique of the Drama. New York 
(Brentano). 

W. T. Price, The Analysis of Play Construction. New York, 
1908. 

F. H. Ristine, English Tragi-comedy. New York (Columbia 
University Press), 1910. 

C. E. Vaughan, Types of Tragic Drama. London (Macmillan), 
1908. 

W. Ward, A History of English Dramatic Literature to the 
Death of Queen Anne. Revised edition. 3 vols. New York 
(Macmillan), 1899. 

Lauclan M. Watt, Attic and Elizabethan Tragedy. New York 
(Dutton & Co.), 1908. 


III. Conte porary Dra a 

Charlton Andrews, The Dra a To-day. Philadelphia (Lippin- 
cott), 1913. 

Charlton Andrews, Technique of Play-Writing. Springfield, 
Mass. (Home Correspondence School), 1915. 

William Archer, Play-Making. A Manual of Craftsmanship. 
Boston (Small, Maynard & Co.), 1912. 

George P. Baker, The Technique of the Drama. Boston and 
New York (Houghton Mifflin Co.), 1915. 

Richard Burton, How to See a Play. New York (Macmillan), 

1914. 

Richard Burton, The New American Drama. New York 
(Crowell & Co.), 1913. 

Huntly Carter, The New Spirit in Drama and Art, New 
York (Mitchell Kennerley), 1913. 

F. W. Chandler, Aspects of Modem Dra a.* New York 
(Macmillan), 1914. 

Barrett H. Clark^ The Continental Drama of To-day. Outlines 
for its study. New York (Holt & Co.), 1914, 

Barrett H. Clark, The British and American Drama of T o-day. 
Outlines for their study. New York (Holt & Co.), 1915* 

E. Gordon Craig, Towards a New Theatre. New York (Dut- 
ton ^ Co.), 1913- 

E. Gordon Craig, On the Art of the Theatre. Chicago 
(Browne), 1911. 
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T. H. Dickinson, The Case of American Drama. Boston and 
New York (Houghton Mifflin Co.), ipiS- 
Ashley Dukes, Modern Dramatists. Boston (Small, Maynard 
& Co.), 1912. 

E. E. Hale, Jr., Dramatists of To-day. New York (Holt 
& Co.), 1911. 

Clayton Hamilton, The Theory of the Theatre. New York 
(Holt & Co.), 1911. 

Clayton Hamilton, Studies in Stage-Craft. New York (Holt 
&: Co.), 1914* 

Archibald Henderson, The Changing Drama. New York 
(Holt & Co.), 1914. 

Alfred Hennequin, The Art of Playwriting. Boston and Ne^f 
York (Houghton Mifflin Co.), 1890. 

James Huneker, Iconoclasts: A Book of Dramatists. New 
York (Scribner), 1905. 

Henry Arthur Jones, The Renascence of the English Drama. 
New York (Macmillan), 1895. 

The Modern Drama. New York (Huebsch), 

191S. 

H. K. Moderwell, The Theatre of To-day. New York (John 
Lane Co.), 1914* 

George Bernard Shaw, Dramatic Opinions and Essays. New 
York (Brentano), 1907. 
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